• 


ROMANTICISM 

AND  THE 
ROMANTIC  SCHOOL  IN  GERMANY 


ROMANTICISM 

AND  THE 
ROMANTIC  SCHOOL  IN  GERMANY 


BY 
ROBERT  M.  WERNAER 


NEW   YORK   AND   LONDON 
D.    APPLETON    AND    COMPANY 

11)10 


COFYKIGHT,   1909,   BY 

D.  APPLETON  AND  COMPANY 


PuUishtd,  December,  1909 


TO 
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may  not  be  impossible  that  the  mysterious  forces  which 
go  into  the  making  of  man  and  woman  are  so  adjusted  that  the 
woman  has  in  her  constitution  more  of  that  which,  in  this  book, 
I  hare  called  "Love,"  and  man  more  of  that  which  I  hare  called 
y."  So  that,  in  the  onion  of  the  two,  the  one  would  be  a 
spiritual  complement  to  the  other,  and  the  union  itself  a  nearer 
approach  to  perfect  humanity  than  could  be  found  in  either 
man  or  woman  alone.  If  this  be  so,  it  would  be  the  appointed 
mission  of  woman  to  cultivate  love  as  her  highest  goal:  for  only 
through  it  could  her  human  duty  find  truest  womanly  utterance. 
LOVE  has  ever  been  your  mission  and  your  goal.  In  memory  of 
this  love,  and  of  its  powers  towards  the  accomplishment  of  human 
ideals,  and  of  the  strength  it  gave  me  for  the  fulfillment  of  this  my 
task,  I  dedicate  this  book. 
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A  I-AKT  of  tin-  sul.jrrt-inatt.-r  h«rr  p 


in  the  form  of  lectures  at  Harvard  University,  before  a 

general  atMHJOTnio  audience,  during  thft  spring  of  1906.   The 

chapters  which  connect  themselves  in  particular  with  these 

lectures  are   the   following,—4 'The   Romantic  Mission," 

1 ' Romanticism  and  Symbolism, "  "Romanticism  fn^  Na- 

itomanticism  and  the  Fairy  Tale,"  "Heinrich  von 

rdingen,  the  Golden  Age  and  the  Blue  Flower,"  and 

tism  and  Cosmopolitanism." 

In  the  preface  an  opportunity  is  offered  to  the  author  to 
express  his  gratitude  to  those  friendly  agents  who  assisted 
him  in  the  *"flfri™g  of  his  book. 

Were  it  possible  for  me  to  weigh  rightly  my  indebtedness 
to  all  those  critics  and  writers  who  preceded  me  along  the 
path  that  I  have  traveled,  many  would  come  in  to  claim 
share.  To  these  I  can  tender  only  a  general  acknowl- 
edgment I  am,  however,  under  special  obligation  to 
individuals.  I  am  indebted  to  Professor  Charles  H.  Grand- 
gent  of  Harvard  University  for  reading  the  entire  book  in 
manuscript  and  for  friendly  criticism.  I  am  indebted  to 
Professor  Eugen  ICphn^m^nn  Visiting  Professor  frf>n> 
Germany  at  Harvard  University  during  the  academic  year, 
1908-9,  for  reading,  in  manuscript,  those  portions  of  the 
book  which  have  to  do  more  in  particular  with  Philosophy, 
and  for  suggestions  made  to  me.  And  I  am  especially 
indebted  to  my  friend,  Doctor  Harold  deW.  Fuller  of 
Harvard  University,  for  faithful  assistance  rendered  me  in 
the  final  revision  of  the  language  of  the  book. 

November,  1909. 
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INTRODUCTION 

THIS  book  deals  with  the  past  and  with  the  present,  with 
the  Romantic  School  in  Germany  and  with  Romanticism  as 
a  phase  in  human  life. 

There  is  only  one  work  in  the  English  language  which 
[treats  the  Romantic  School  in  Germany  in  any  compre- 
hensive manner.  It  is  a  comparatively  recent  translation 
(1902)  of  George  Brandos'  work,  Den  Romantiick*  8koU  i 
Tyskland,  a  noteworthy  book,  distinguished  by  originality 
of  conception  and  treatment,  as  are  most  of  the  products 
that  have  come  from  the  pen  of  this  gifted  critic.  It  is 
through  this  book  that  the  English  speaking  world  of 
to-day  is  molding  its  ideas  in  matters  of  German  Romanti- 
cism. Since  its  first  appearance  in  Denmark  and  in 
Germany,  in  1873,  a  vast  historical  and  critical  literature 
dealing  with  one  or  another  phase  of  Romanticism  has 
arisen.  The  new  historical  facts  gathered  during  the  last 
thirty-five  years  have  greatly  diminished  the  value  of 
Brandos'  work  for  us  to  day.  Also,  it  must  be  stated  that 
Brandes'  method  of  treatment  and  attitude  of  mind  led 
him  often  to  sacrifice  truth  to  picturesqneness  of  style,  and 
judicious  judgment  to  an  unhidden  antipathy  to  things 
t!  I  have  endeavored  to  avoid  all  disputes;  hence 
urither  George  Brandes  nor  the  names  of  other  critics  with 
whom  I  happen  to  disagree  will  appear  in  the  following 
'pages.  It  will  be  found,  however,  that  I  differ  from 
George  Brandes  in  many  important  points. 

In  one  matter  we  must  from  the  outset  take  a  decided 
stand.  It  has  to  do  with  the  title.  "The  Romantic  School 
in  Germany."  Much  confusion  prevails  in  England  and 
America  concerning  this  title, — a  confusion  early  intro- 
duced, in  particular  through  Heine's  Die  Romanti$cke 
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SchuU  (1832),  and  strengthened  by  the  translation  of 
Brandes'  work;  for  he  likewise  uses  the  title  incorrectly. 
A  distinction  must  be  made  between  earlier  romanticists 
and  later  romanticists,  between  Frilhromantik  and  Spatro- 
mantik.  Only  the  Frilhromantik  is  entitled  to  the  name 
"Romantic  School."  This  School  stands  absolutely  by 
itself.  I  have  closely  adhered  to  this  distinction.  The 
names  of  Brentano,  Arnim,  Kleist,  Hoffman,  Werner, 
Uhland,  Heine,  have,  therefore,  found  no  place  in  this 
volume.  Resemblances  between  these  later  writers  and  the 
earlier  ones  can  only  be  treated  successfully  in  a  second 
additional  volume. 

Of  the  larger  German  works  that  deal  with  the  School 
two  stand  out  conspicuously, — Rudolf  Haym's  Die  Roman- 
tische  Schule  (1870)  and  Ricarda  Huch's  Bliithezeit  der 
Romantik  (1899).  They  are  the  two  leading  works  to-day 
on  the  Romantic  School  in  Germany.  They  are  absolutely 
dissimilar:  Haym's  book  is  the  work  of  an  historian; 
Huch's  that  of  a  writer  of  belles-lettres. 

There  are  few  books  in  the  world  of  historical  scholarship 
written  with  the  comprehensive  thoroughness,  critical  in 
sight,  and  well  balanced  judgment  which  distinguish  the 
work  of  Haym.  Though  written  in  1870,  it  is  still  th<  im*i 
authoritative  guide  to-day,  which  every  serious  student  oi 
the  period  must  consult.  We  are  told  that  the  ant  hoi 
devoted  ten  years  to  the  work.  Ten  years!  How  can  we 
ever  hope  to  produce  such  works  in  America,  where  one 
year  seems  a  long  time  for  writing  a  book,  and  where,  aftei 
the  second  year,  our  friends  put  their  heads  together  ir 
whispering  wonder  at  our  slothfulness T  Haym's  work  ha? 
the  abiding  qualities  of  a  truly  great  sdiol.iHy  work.  Un 
fortunately,  as  is  often  the  fate  of  books  that  aim  to  b( 
complete,  there  is  something  about  Haym's  Romantischi 
Schule  which  makes  ft  not  an  easy  book  to  read.  This  ha? 
been  my  experience  as  a  University  student,  and  as  t 
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Diversity  teacher  giving  instruction  in  the  history  of  this 
Few  students  Uke  kindly  to  thii  book;  still  fewer 
well  enough  of  it  to  own  a  copy.    It  is  a  work  of 
cloeely  packed  with  fact*,  adapted  for  the  special- 
than  for  him  who  is  still  a  learner.    And  for  the 
it  is  a  closed  book. 

,ch's  Die  Bluthezeil  der  Romantik  is  as  great  a  book 
in  its  way  as  that  of  Haym,  and  yet  as  different  from  it 
as  two  books  written  on  the  same  period  of  literature  can 
possibly  be.  It  is  not  the  work  of  an  historian  but  that  of 
*  poet,  of  a  poet  who  entered  with  her  whole  soul  into  the 
literary  works  of  the  romanticists;  who  became  saturated 
with  them ;  and,  then,  conceived  anew  this  great  mass  of 
material,  with  a  rich  imagination  and  a  mind  keen  in  its 
grasp  of  fundamental  ideas.  Her  work  has,  in  some  parts, 
the  ease  and  grace  of  a  literary  essay,  the  delight  of  the 
rateur  who  has  become  tired  of  the  dry-as- 
specialist.  Since  its  appearance,  critics  and  lovers  of 
romanticism  have  split  into  two  camps,  one  flying 
flag  of  Haym,  the  other  that  of  Huch.  But  the  gulf 
separates  pure  literature  from  scholarship  is  so  wide, 
the  difficulties  of  transforming  one  sphere  into  the 
so  hopelessly  great,  that  Ricarda  Huch  has  not  escaped 
ticism.  It  is  said  that  there  lies  a  belletristic 
upon  the  whole  work ;  to  use  one  of  the  many  beaut i- 
words  of  the  author,  an  " Erinncntngsgoldglam"  has 
itself  into  the  fabric  of  this  book,  which  sprang  from 
poetic  moods  and  sweet  remembrances  of  a  mind 
romantic  itself. 

ave  striven  for  a  middle  ground.  The  results  to  which 
I  have  been  led  are  essentially  founded  on  the  works  of 
the  authors  themselves;  these  I  have  endeavored  to  under- 
stand in  their  historical  setting  and  their  relation  to  our 
own  time.  Had  I  written  the  book  in  the  German  language 
he  German  nation,  it  would  have  been  different;  for 
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then  I  could  have  taken  much  for  granted  and  could  have 
counted  on  a  larger  number  of  initiated  readers.  But  since 
this  book  is  written  for  a  world  in  which  German  Ik  era  tare 
is  a  foreign  literature,  my  aim  has  been  to  bring  this  pi  nod 
to  the  knowledge  of  those  who  do  not  know  it,  to  students, 
cultivated  readers,  and  the  thoughtful  public  in  gen 
and  to  give  them  the  leading  contours  of  what  I  have  seen 
and  felt  and  reflected  upon  in  communion  with  the  ro- 
mantic writers  and  in  consultation  with  a  large  historical 
and  critical  literature,  with  an  eye  to  ideas  and  principles 
and  values. 

Since  every  age  must  interpret  the  past  from  the  new 
point  of  vantage  that  it  has  reached,  and  since  every  critic 
must  be  the  exponent  of  his  age,  a  second  motive  for 
writing  this  book  associated  itself  with  the  one  just 
stated.  All  over  the  Western  world  a  renewed  interest 
in  romanticism  has  arisen  during  the  last  decades.  In 
Germany  a  great  many  young  writers  have  appeared  who, 
with  much  enthusiasm,  have  talked  about  the  coming  of  a 
new  era  of  romantic  glory.  Some  of  these  have  connected 
themselves  with  their  grandsires,  the  writers  of  the  School, 
to  whom  they  have  instinctively  turned  as  to  a  source  of 
inspiration  and  power.  Scholars,  too,  have  been  involved 
in  this  new  wave  of  interest.  The  works  of  Tieck  and 
Novalis  and  Wackenroder  and  the  Schlegels  have  been 
taken  from  their  shelves,  and  many  new  investigations  into 
the  lives  and  doings  of  these  writers  have  been  made. 
Many  a  monograph  has  appeared  on  the  Romantic  School 
in  Germany  with  the  stamp  of  recent  years  upon  it.  And 
also  in  England,  France,  and  America  romanticism  has 
demanded  recognition  in  art,  literature,  philosophy,  and 
life.  Yet  along  with  the  renewed  interest  in  romanticism, 
almost  simultaneously  with  it,  and  quite  in  recent  days,  an 
opposition  to  romanticism  has  arisen,  more  decided  than 
for  many  a  year.  A  demand  is  becoming  louder  in  certain 
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literary  quarters  for  a  new  art  built  on  "  classic"  ideals. 

•uagic  word  "classicism"  with  all  the  charm  of  remi- 
niscences that  it  awakens  is  sounding  alluringly  on  our  oars 
What  is  the  meaning  of  this  new  wave  of  romanticism! 
What  makes  man  romantic  from  time  to  time!    Is  there 

ling  of  an  enduring  value  in  romanticism T  If  so, 
let  us  hold  fast  to  it  that  it  may  never  again  depart,  if  not, 
let  us  throw  it  overboard  for  all  time,  and  start  a  new  and 
•Her  way  through  which  humanity  may  reach  higfa>» 
level*.  These  are  the  questions  which  have  been  my  eon- 
riant  companions  during  my  inquiries  into  the  lives  and 

ties  of  my  chosen  romantic  writers.  It  is  the  Ro- 
mantic School  in  Germany  with  which  I  am  in  particular 
lealing,  but  the  subject  is  broader  and  is  not  limited  to 
my  period  or  any  nation.  The  questions,  what  romanti- 
asm  is  and  what  its  meaning  is  for  us  to-day,  are  vital 
piestions  to  the  whole  literary  world, — vital  questions  for  us 
to-day,  and  for  us  in  America.  And  no  set  of  romantic 
•tleis  furnish  a  better  basis  by  which  Romanticism  as  a 

il  literary  phenomenon  may  be  tested,  weighed,  and 
Mfed  than  this  same  German  School.  It  occupies  a  unique 

>n  in  the  romantic  literature  of  the  whole  of  Europe, 
resides  not  so  much  in  its  poetic  achievements 
is  in  its  propaganda  M  a  romantic  movement.  In  no  group 
rf  writers  do  we  find  romanticism  developed  with  so  charac- 
teristic decisiveness  and  conscious  many-sidedness,  and  set 
forth  with  so  critical  analysis.  A  full  presentation  of  the 
Romantic  School  in  Germany  with  all  its  needed  details 

:«  in  possession  of  material  which  neither  the  works 

•  English  nor  those  of  the  French  could  furnish  so 
the  purpose  of  determining  the  errors  that  ro- 
manticism committed  in  the  past,  its  lasting  values,  the 

ses  it  holds  out  to  our  present-day,  and  the  place  it 
weupies  in  those  spheres  of  literature,  art,  and  life  in  which 
nan  seeks  to  realize  the  highest  "human"  ideak. 
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What  boots  to  us  the  poet's  song, 

Fine  secrets  of  his  heart 

Through  love's  delights  or  labors  long 

Wrought  into  perfect  art, 

Yea,  though  of  genius  begot, 

What  boots  the  poet's  song, 

If  it  ennobles  not? 


ROMANTICISM  AND  THE 
>MANTIC  SCHOOL  IN  GERMANY 

CHAPTER  I 

ROMANTICISM,  CLASSICISM  AND  HUMANISM 

I  HOPE  my  readers  will  pardon  another  attempt  to  settle 

:md  venerable  case  of  "Romanticism"  versus 

ssicism,"  these  two  grim  ghosts  of  the  past  that  have 

•talked  with  might  through  the  nineteenth  century,  and 

have  puzzled  many  a  clear  head.    And  I  hope  I  may  be 

pardoned  for  the  word  "Humanism,"  which,  in  most  recent 

days,  has  been  on  the  lips  of  many.    Methinks  it  is  a  good 

Omen  that  this  word  is  now  being  repolished  with  new 

•leaning.    It  shows  that  there  is  a  new  awakening,  a  stir 

\v  thought.    Present-day  philosophers  have  had  a  good 

deal  to  say  on  this  subject,  hut  the  word  does  not  entirely 

belong  to  philosophy:  the  literary  critic  may  also  have 

say;  for  literature  deals  with  life,  and  this  life 

is  the  life  of  humanity,  and  only  through  humanity  can 

we  come  to  humanism. 

I 

The  more  one  studies  romanticism,  the  stronger  grows 

eviction  that  it  is  not  merely  a  passing  phase  of  this 

or  that  literature,  but  arises  out  of  a  lasting,  fundamental 

trait  in  human  nature.    This  fundamental  trait  was  not 
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merely  in  the  great  romantic  movements  of  the  eight < 
and  nineteenth  centuries,  but  was  always,  will  always  be, 
and  unhappy  is  the  period  when  it  is  m »t.    This  needs  some 
expl;  and  in  order  to  enter  at  once  into  the  heart 

of  the  matter,  I  venture  to  add  the  seemingly  paradoxical 
statement  that  likewise  classicism  is  founded  on  a  funda- 
mental human  trait,  and  that  this  trait  was  not  in 
during  the  flourishing  eras  of  the  Greeks  and  Komans,  but 
was  always,  will  always  be,  and  unhappy  is  the  time  when 
it  is  not 

When  we  come  to  fundamental  traits,  we  must  be  very 
wary,  for  almost  anything  is  easier  of  comprehension  than 
the  fundamentals  of  things.  We  have  a  great  love  for 
fundamentals,  and  like  to  air  our  knowledge  of  them 
whenever  we  can;  and,  surely,  I  shall  not  be  the  first 
champion  in  this  matter,  for  throughout  the  nineteenth 
en  miry  we  have  been  invited  to  feast  on  the  fundamentals 
of  romanticism  and  classicism.  Nevertheless,  much  as  has 
been  said  on  the  subject,  we  know  that  we  are  far  from 
being  agreed  on  the  true  meaning  and  carrying  power  of 
either  of  these  two  terms.  The  names  of  so  totally  differ- 
vriters  as  Byron  and  Tieck,  Scott,  Wordsworth  and 
Novalis,  Shelley  and  August  Wilhelm  Schlegel,  Victor 
Hugo,  Tennyson  and  Rossetti,  Maeterlinck  and  Gerhard 
Hauptmann  could  be  cited  as  witnesses.  They  are  all 
romanticists,  yet  we  cannot  state  just  why.  But  the 
strongest  proof  to  me  of  how  little  we  actually  know  about 
Romanticism  and  Classicism  considered  as  lasting  human 
traits  is  the  actual  existence  to-day  of  a  powerful  antago- 
nism between  the  advocates  of  the  one  form  and  those  of 
the  other.  So  great  is  at  times  this  antagonism  as  to 
threaten  the  overthrow  of  the  opponent's  claims  altogether, 
and,  with  them,  the  fundamental  human  traits  on  v. 
these  claims  rest.  Were  we  absolutely  agreed  on  the  funda- 
mentals of  romanticism  and  classicism,  I  question  whether 
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we  should   then  be  quite  to  bitter  in  oar  opposition. 

We  are,  at  the  present  moment,  again  seriously  concerned 

in  th.    time-honored  qm^  What  is  romanticism  t " 

agitated  a  -r  the  last  decade,  nor  because  we  secretly 

expect  a  still  greater  romantic  wave  immediately  to  follow ; 

imt  because  to-day,  more  than  for  many  a  year,  there  is 

among  us  a  fierce  struggle  between  the  two  fundamental 

raits  on  which  romanticism  and  classicism  rest 

re  is  a  struggle  between  Heart  and  Head.     It  in  in 

lain:  \\hrtluT  we  turn  to  science  or  i  :-o  or 

r  histoi  ijjion  or  edi.  r  philosophy  or 

everywhere  we  find  two  parties  warring  against 

each  iv  presenting  the  intellect,  the  • 

heart.    Each  one  has  staked  out  his  territory,  and  protects 

•li   mL'hT    and  main  against  the  approaches  oi 
adversary      In  the  domain  of  litcr.r  h  we 

are  now  concerned,  we  find  the  following  general  condi- 
Throughout    tin-   nin.-t.Tnth  by  gradual, 

steady  increase,  the  worl  li;y  has  opened  its  fas- 

realm  to  us,  has  taught  us  its  truths,  and  h:i 
us  to— respeet  t!  and  sternness  oi 

these  facts  are  forcing  themselves  upon  us  in  reas- 

\\ith   such  and  such  downritrht 

many  thoughtful  n  ve  become  weary 

n&  with  thi^  of  fact* 

it  th.«  i  ;  I't-ntury,  waves  of  an  « 

wn    up    l»y    th.-  .'int-nt    I 

•ished  at  •  iininjr  of  tho  contur 

these  waves  have  risen  to  impressive  pn-i  and. 

;r  most  recent  days,  have  given  us  e\vn  \\ ! 
be  called  a  r  taissance  in  Maeterlinck.   II 

mann.  Hugo  von  Hnfmannsthal.  and  a  host  of  sn 
writers.  Some  of  the  products  of  the  best  of  these  wi 
are  notal  iry  products;  others,  however,  are  so  fan- 
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tastic,  BO  extravagantly  impressionistic,  and  so  outspoken 
in  their  assertions  of  the  poet's  instinctive  rights  to  literary 
freedom,  that  many  of  our  saner  minds  have  turned  also 
against  this  romanticism.  Voices  are  being  heard  : 

to  time  which  are  demanding  a  higher  art  than  a 
blind  adherence  to  mere  facts  or  a  capricious  freedom  in 
matters  of  emotion  can  give  us.  It  is  said  that  romanticism 
has  gone  to  seed,  that  the  nineteenth  century  has  sucked 
its  vitality,  and  that  we  are  now  in  need  of  an  art  with 
classic  standards,  criteria,  ideals.  Here  is  the  new  parting 
of  the  way.  Whither  shall  we  got  Is  it  true  that  the 
nineteenth  century  has  sucked  the  vitality  out  of  romanti- 
cism? Is  it  true  that  our  age  is  ripe  for  an  art  with  definite 
classic  standards!  We  must  make  a  fresh  attempt  to 
understand  romanticism;  and  this  we  can  do  only  by  re- 
turning to  the  fundamental  human  traits  on  which  it  rests. 

There  are  two  strangely  organized  tempers  in  man,  in 
the  physical  and  psychic  man,  which  have  exerted,  and  will 
ever  exert,  a  most  powerful  influence  on  his  whole  history. 
What  these  tempers  truly  are,  I  confess,  I  do  not  know: 
nor  do  I  think  that  any  psychologist  or  psychophysicist 
could  fully  tell.  All  we  know  is  that  they  exist ;  and  I  am 
perfectly  willing  to  declare  myself  in  this  matter  a  prag- 
matist,  by  taking  these  things  at  their  "cash  value." 
However,  I  can  somewhat  describe  them,  and,  sin"  lli<  y 
are  perfectly  familiar  to  all  of  us,  I  expect  no  difficulty. 

They  are  not  faculties  but  tempers,  and,  as  such,  closely 
knit  together  with  the  texture  of  our  constitution,  varying 
with  each  individual,  even  with  each  age.  They  are  tem- 
peramental attitudes  of  the  mind  regarding  the  world  of 
matter  and  that  of  the  spirit.  They  have,  therefore,  both 
an  outer  and  an  inner  side,  to  to  speak, — an  emj> 
and  an  idealistic  side.  One  of  these  tempers  shows  itself  in 
an  interest  on  the  part  of  man's  mind  in  the  tangible  and 
visible;  in  what  can  be  clearly  understood  and  reasoned 
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m  what  lieu  in  broad  daylight;  in  accuracy  and  logical 

tdemonstr.  u  common-sense  rightness;  in  the  useful, 

expedient,  scientific ;  in  the  real,  every-day  world , 

u  more  idealisti  rder,  symmetry,  pro- 

>n,  restraint,  sobriety,  in  obedience  to  an  ideal  stand- 

in— duty.    We  may  call  this  the  legal  temper.    The 

[other  temper  shows  itself  in  an  interest,  not  so  much  in  the 

tangible  as  such,  as  in  thft  immediate  effect  the  tangible 

has  on  the  mind,—- in  nenaatioiui  and  feelings,  in  emotional 

iBions,  in  the  i  .1,  personal,  and  instinctive; 

u  more  idealistic  .  freedom,  in  the  imagina- 

uurvul,   in  aspiration*,  hopes,   beliefs,   in  profound 

1  values,  in  sympathy,  in  all  true  soul  experiences, 

in  the  sense  of  the  infinite,  in— love.    This  may  be  called 

the  sympathetic  temi 

We  all  know  these  two  temperamental  forces  well    They 
are  as  old  as  man,  and  we  find  them  mentioned  together 
in  the  oldest  human  manuscript.    When  the  writer  of  the 
erbs  said:  "Let  not  kindness  and  truth  for- 
sake thee,"  he  meant  these  two.    They  are  the  transforming 
agents  of  all  our  faculties,  giving  them  tone  and  color, 
investing  our  imagination  and  our  will,  even  our  fleeting 
moods,  with  their  essence.    Tet  they  rarely  ever  harmoni- 
ously blend,  but  war  against  each  other.     We  wonder 
sometimes  how  they  can  peacefully  exist  together  in  one 
body.     Like  two  independent,  individual  egos,  apart  yet 
inseparably  linked  together,  they  live  within  us,  reacting 
upon  the  outer  world,  am.  forming  with  it  relations  of 
sympathy  or  antipathy.     At  one  time,  they  cause  us  to 
vh  out  our  arms  in  love  and  sympathy  for  the  whole 
1,  happy  in  the  joy  of  personal  liberty  and  the  oneness 
of  all  things,  and,  at  another  time,  to  draw  tight  the  cruel 
reins  of  self-restraint  for  obedience1  sake,  for  the  sake  of 
r,  society,  law,  or  for  the  very  outer  world,  which  is 
so,  and  no  whit  different 
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Sometimes  they  rule  alternately  and  u. 
loiig  periods  until  one  <>  We  make 

aud  write  them  down  carei'iilly  lu  our  statute  b< 
«lue  regard  to  logical  clearness  ;,  Ian 

guage,   priding  ourselves  in  having  found    :  lute 

truth.      Yet    there  lives  in  man's  mind  an   uudeii  liable, 
purely   ideal  principle   which  we  call  j  JlnMen 

beneath  the  surface  of  consciousness,  it  wells  up  occa 
ally,  clashes  against  the  written  law,  and  will,  ii  resi- 
overturn  entirely,  as  during  the  Fivm-h  lir\«'luii<>n,  the 
existing  order  of  society.     We  make  cn«ls  in  \\hirh 
embody,  in  fixed,  intellectual  terms,  our  religious  1 
teach  them  to  our  children,  and  build  churches  on  their 
strength ;  and  yet  there  lives  in  man  an  unwritten  religious 
instinct,  which  he  quietly  harbors  in  the  bosom  of  his 
heart  until  the  time  comes  when,  as  during  the  Reforma- 
tion, a  new  form  of  religion,  founded  on  a  new  creed,  is 
established.    We  make  works  of  art,  and  write  poetry  on 
established  models,  according  to  well-defined,  generally  ac- 
cepted principles ;  yet  there  comes  a  time  when  the  instinct 
for  new  expressions  and  new  forms  of  beauty,  ever  sleeping 
in  man's  mind,  arises  into  consciousness, _.and,  as  in  the 
case  of  the  German  Storm  and  Stress,  a  revolt  ;; 
established  rules  breaks  out. 

These  two  temperamental  forces  are  the  parents  of 
classicism  and  romanticism.  And  since  they  are  funda- 
mentally bound  up  with  man's  whole  nature,  it  follows 
that  classicism  and  romanticism  are  also  fundamental,  ac- 
companying man  throughout  his  life's  history.  There  are 
a  variety  of  terms  which  can  be  appropriately  used  to  set 
off  the  one  from  the  other.  They  are  not  interchangeable, 
and  one  set  of  terms  cannot  be  substituted  indiscriminately 
in  place  of  the  other;  yet  a  common  bond  unites  them  all  : 
Head  and  Heart;  Intellect  and  Feeling;  Reserve  and 
Passion;  Selection  and  Sympathy;  Restraint  and  Enthusi- 
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Obedience  and  Freedom.     Hut  f«>r  the  purpose  of 

on  it*  highest  levels,  no  two  words  sppea 
me  so  significant  and  full  of  meaning  as  these  tv 

lassicism  is  founded  on  duty;  r<>manti<  ism  on 
il  meaning  of  these  words  will  become  clearer 
in  later  pages. 

II 

represent 

form,1  ol 

^isTi  flgflP08-  aonir  meaning,  entity  Of  thnrrjrid  or 

TTis  the  life  of  the  world, 
ts  structure,  that  literature  Qeais  WltlL    HOW  a  thing 

Is  ina»l«'  an- 1  \\li.ii   it  OODSlSti  of.  -  r  v.  h.it   function  it  MTVQS, 

does  Miarily    )x-lun^    to    literature,    but   to  science. 

ioe  deals  with  the  world  of  facts,  literature  wit! 

To  be  sure,  the  poet  needs  also  facts  (and  to  these 

the  modern  man  will  tenaciously  cling) ;  but  it  is 

them  but   for  th.-    life   imbedded  in  them  that 

lives — a  truth  to  which  we  must  return  anew 

again  and  again.     The  scientist  takes  man  and  dissects 

hi ii i  into  minutest  parts,  inside  and  outside,  bones,  cells, 

s,  muscles,  gray  matter  and  blood,  even  his  acts  and 

ing  processes,  his  moral,   intellect ual,  and  aesthetic 

ions  upon  the  outer  \\orM  ;  >>ut  the  poet  takes  man  and 

ts  him  in  his  verse  as  a  separate  as  a  dis 

r  his  very  existence*  sake,  f.-r  the  life  that  is  in 
iii<l  the  relation  of  this  life  to  other  lives. 
two  poets  will,  however,  look  upon  the  world,  will 

the  relation  between  the  beauty  of  form  and  the  beauty  of 

I  have  expreaaed  myself  in  Tki  New  Co**tn*tit*  Criticitm, 

ations  of  the  Modem  Language  AaeoHation  of  America,  VoL 

•if.  and   in    Da*  J«*t«r<M*«   Symbol.  Zeitachrift  fir 

wphie  and  philoeophiacbe  Kritik,  VoL  OTYT,  pp.  49ff. 
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see  its  life,  in  exactly  the  same  way.    They  will  view 
either  from  a  more  "  legal  "  or  a  more  "sympatht 
standpoint.    In  so  much  as  the  poet  leans  toward  legality, 
ill  be  a  keen  observer  of  the  external  world,  and,  in 
this  respect,  come  closer  to  the  scientist:  his  studies  of  lil'e 
will  be  in  intimate  accord  with  underlying  laws  or  wiih 
distinct  characteristics  as  they   are   d<<lucil>l<    j'n»m    the 
observations  of  many  like  objects.     If  it  be  man  that   he 
seeks  to  put  on  his  canvas,  he  will  give  us  one  that  the 
common  sense  of  the  intelligent  community  will  at 
recognize  as  a  man  they  know  and  are  accustomed  to 
with.    His  art  may  be  close  to  life's  reality  and  gi\ 
in  detail  the  actual  man  as  we  meet  him  on  the  stiv.-t  ; 
or  his  art  may  be  idealistic  and  give  us  the  higher  man 
as  he  should  be  or  might  be,  the  typical  man  as  the  Greeks 
have  so  well  depicted  in  their  great  art;  or  a  representative 
man  of  his  own  social  class  in  whom  the  character; 
of  many  have  found  most  perfect  expression;  or  a  man 
shapen  in  obedience  to  some  other  definite  laws,  which  the 
poet  has  derived  from  the  empirical  world. 

On  the  other  hand,  in  so  much  as  the  poet  leans  toward 
the  sympathetic  side  of  life,  he  will  feel  himself  bound  by 
no  limitations  of  the  empirical  order  of  things,  except  only 
in  so  far  as  it  serves  his  own  inner  life.  He  will  be  in- 
fluenced only  by  his  own  individual  experiences,  independ- 
ent of  any  accepted  external  order,  or  accepted  abstract 
law.  Life,  entity,  being,  soul,  spirit  will  appear  to  him 
free  and  borderless  ;  he  will  see  a  wide,  unexplored,  infinite 
world  behind  the  visible  things,  with  infinite  power  and 
possibilities.  And  he,  the  artist,  will  believe  himself  vested 
with  uncommon  powers  to  perceive  these  infinite  possibili- 
ties. Intellect  suffices  him  no  more,  feeling  steps  in  its 
place,  and  takes  leading  command.  "The  heart,"  says 
Novalis,  "is  the  key  to  the  world."  The  outer  world,  as 
such,  loses  its  significance,  and  becomes  a  world  of  spiritual 
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r*  seen  by  instincts  and  intuit  I.. us;  it  lone!  its  fixity 

m  into  a  state  of  flux,  i  rigs  arise 

is  a  seething,  creative  world,  in  which  oar 

•t,   hopes,   aspir  longings   take  bodily  shape, 

the  world  we  are  aocns- 
1  to  see  into  a  world  of  imaginative  beings. 
We  may  consider  these  two  mental  attitudes  from  yet 
t  of  view:  on  the  one  side  is  the  world  "I 
p.   the  worM  and  in   t  li- 

nk. I  must  have 
*s  of  the  outer  world,  or 
,nded   on   these  things  make  up 
But  when  I  feel,  I  do  not  feel  about  things, 
but  things  about  make  me  fool.     I  doal  not  with  things 
with  states  of  the  mind,  with  a  subject  world  of 
1  experiences.     Sinco.   in   this  latter  case,  I  am 
•icr  with  states  of  mind,  I  am,  as  it  were,  one  step 
Amoved  from  the  external  world  than  when  I  deal 
<5  of  things,  and,  being  further  removed,  more 
within  the  border  linos  r»»'  <T  life.  I  am  nearer  that 

'^dom  which  stretches  out  beyond, 
'•^el  myself  fiw     My  mental  states  are,  as  it  v 
waves  of  the  ocean  of  infr  On  the  other  hand, 

.il  with  M«»M*  of  fliinrjs.  T  am  closer  to  the  ext« 
f  I  make  an  attempt  to  reach  out  for  an 
mot  do  so  on  the  waves  of  foelincr.  but  only 
•\v  process  of  reason incr  in  obedience  to  definite 

BWft 

We  may  also  observe  stages  of  develops  hese  two 

-les.     I  may  "think"  or  "feel"  only 

may  be  satisfied  with   the  first 

(intellectual  impressionism), 

or  with  the  first  ripples  of  emotions  in  the  inner  world 

ston  penetrating 

to  life  on  the  external  as  well  as  on  the  internal 
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With  my  intellect  I  may  analyze  carefully  the 

:.i'..ui:h  1»"_rie  <»l»tain  tlie  type  which 
idividual    object    (typical    art),    <>r    tho 
universal    laws   applicable  to  each   form    (the    fm-ms   <>f 
class  art).     And  with  my  foelinir  T  may  allow 

ripples  to  swell  until  they  touch  more  and  more  tho 
ocean  of  infinite  life  (various  forms  of  romantic  art).    We 
are  concerned  here  more  in  particular  with  these  <!• 
processes  of  thought  and  feeling. 

This  "lecral"   and   this   "sympathr-tic"   temper    iu 
nro.  then,  we  are  now  agreed,  the  two  chief  f«nvs  that 
shape  his  art.    If  we  wish,  therefore,  to  define  romant 
or  obtain  a  knov  f  tho  meaning  °f  roman1 

a  movement  in  literary  history,  we  must  return  to  these 
forces  and  seek  it  in  them. 

Ill 

It  is,  therefore,  unsatisfactory,  if  not  misleading,  to  say 
as  some  critics  have  been  fond  of  saying  ever  since  1 1« -in* -'s 
'fin tic  Sclwol,  that  romanticism  is  a  return  to  tho, 
Middle  Ages.  Even  the  further  additional  infm-n 
that  it  is  a  return  to  the  spirit  of  tin  Middl.  Agei  fails 
to  bring  us  nearer  to  the  truth.  It  is  indcod  true  that 
many  of  the  romanticists  of  the  eighteenth  and  niu< •' 

•iries  were   fond  of   ni'-dia-val    lifo   with    its   chivalry, 
adventures,  myst;  id  religion;  yet  there  are  Dualities 

in  mediaeval  life,  salient  and  decisive  qualities  (n- 
for  instance),   which  are   foreign   to  these   romanf 
Besides,  there  were  romanticists  of  the  eighteenth  and  nin<  - 

th  centuries  who  did  not  return  to  tin-  Middle  Ages 
(not  even  to  its  chivalry) ;  and  there  were  romanticists 
preceding   the   Middle   Ages;    and    tin-re    were   romanti- 
cists immediately  following  the  Middle  Ages  (in  the  j»- 
of  the  Renaissance)  who  were  disdainful  of  mediaeval 
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••  medieval  marking!;  and  there  may  be  romanti- 
ints  some  liiue  in  the  unknown,  remote  future,  ao  far  m 

the  Middle  Agea  aa  to  make  a 
<d  definition  of  romanticism   baaod  on 


might,  \\  i th  almost  equal  y,  say  that  roina 

i*  the  return  to  the  si  ,  though 

uve  accustomed  ourselves  to  think  of  the  Greeks  aa 
the  bearers  of  •:  culture,  of  that  type  of  mind  which 

has  expressed  itaelf  in  restraint,  reason,  measure,  sym- 
.  ,  soberness,  in  the  noble  form  of  human  perfei 
d  in  obedience  to  a  type,  in  the  form- beauty  of  t 
plastic  art,   iu  the  Parthenon-crowned  Acropolis,  in  the 
measured  dialogue  of  Sophocles'  dramatic  art,  in  the  logi- 
cal pnvisifii  of  A  ui  philosophy, — there  was  a  long 
ceding  .issicism,  but 
sm  was  the  controlling  cultural  element    There 
was  a  period  of  emotional  enthusiasm,  of  lyricism,  of  music, 
ysticism,  of  orientalism,  of  dreams,  of  symbolism, — 
th-    tin,.-  when  giants  and  centaurs  and  satyrs  and  fauns 
gorgons    and    erinyes    had    their   sway,    when    the 
nee  had  a  sense  of  the  infinite  which  no  chisel  could 
to  form,  when  their  dramas  were  music-dramas 
i  arose  out  of  the  dance  and  music  in  honor  of  Diony- 
sus,               is!    That  is  the  word  which  expresses  Greek 
-  fundamentally  primitive  form.    Hymnal 
lance  orgies,  drunk*              ry's  noisy  songs, 
dithyrai:               -  shouts  accompanying  the  ceremonies  in 
r  of  a  god  were  the  first  romantic  outbursts.    Dionysus 
for  imirh  in  th<>  mind  of  the  ancients.    He  was  the 
god               «e  spirit,  a  \              god,  who  had  come  from 
A          He  was  the  god  of  Wanderlust,  who  had  come 
the  land  of  tales  and  wonders.    He  was 
vine  god,  the  first  cultivator  of  the  grape,  whose  juice 
11 
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dispelled  men's  sorrows,  making  them  forget  that  they  were 
only  children  of  this  earth.     He  was,  with  Apollo,   the 
god  of  prophecy.    He  was  the  god  of  nature,  who  culled 
man  to  the  mountains  and  woods,  who  opened  his  heart 
with  longings  for  more  life,  for  the  infinite,  i<»r  th 
less  beyond,  there,  in  the  mysterious  night  time,  on  Mount 
CiUueron  and  on  Mount  Parnassus,  around  the 
sacrifice,  with  songs  and  music  and  plays,  with  \\eeping* 
and  laughter,  with  rage  and  dreamy  forgetfulness.    Is  this 
not  all  romantic!    And  the  same  romanticism  continued 
as  the  Greeks  in  the  glorious  fifth  and  fourth  centuries  of 
their  history  reached  the  height  of  Hellenic  culture,  only 
in  altered  form,  subdued,  restrained,  held  in  bounds  in 
obedience  to  definitely  formulated  ideals  which  iu  time 
had  gained  supremacy. 

Friedrich    Schlegel,    the    doctrinaire    of    the   roma 
school  in  Germany,  with  a  profound  insight  into  the  spirit 
of  Greek  life  and  art,  had  seen  this,  too.    "In  Sophocles' 
temperament,"  he  says,  "the  divine  intoxication  of  Diony- 
sus, the  masterful  ingenuity  of  Athena,  and  the  calm 
possession  of  Apollo  were  blended  in  equal  proportions." 
And  this  same  romanticism  continued  after  the  decline  of 
Greek  culture  and  was  handed  down  the  ages. 

But  it  is  much  better  not  to  speak  of  romanticism  as 
the  return  to  the  spirit  of  any  particular  period  of  history, 
neither  that  of  the  Greeks  nor  that  of  the  Middle  Ages. 
Romanticism,  in  its  true  essence,  is  more  than  the  return 
to  any  particular  past  period.  It  is  the  return  to  the  ever 
living  eternal  spirit  itself,  the  same  that  God  breathed 
into  man's  heart  in  the  garden  of  creation.  It  is  man's 
return  to  himself,  to  one  of  the  well-springs  of  his  life,  to 
the  receptive,  non-critical,  emotional  side  of  his  nature. 
Romanticism  is  the  cultivation  of  the  free  world  of  the 

*Cf.  Ucber  dot  Studium  der  griechischen  Poetic,  in  Jugendschriften, 
edited  by  Minor,  VoL  I,  p.  140. 
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art  and  life.    And  this  free  world  of  the  > 
had  its  well-springs  in  man's  heart  always.    In  the  days 
of  Oriental  -,-  the  days  of  the  Greeks  and  Romans, 

:••  Ages,  in  the  Renaissance,  in  Shakespeare's 
the  great  romantic  movement  of  the  eighteenth 
a  M.I  <:  M.  teenth  centuries,  and  in  our  own  day.    On! 

the  same  form,  it  differed  with 

each  age  and  the  culture  of  each  age  and  the  racial  differ- 
ences of  each  age.     Nor  was  it  ever  the  same  in  any 
idunl,  1  red  as  individual  temperaments  dif- 

;   and  in  particular  it  difT. red  according  to  the  pres- 
ence or  absence  of  the  other  half  in  human  make-up 

1.  legal,  intellectual  half.    The  emotional 

human  nature  rarely  ever  appeared  alone,   but 

with  t!  -trial,  however  diminutive 

s,  appear  to  be.    Infinity 

variety  of  romantic  forms,  and,  while  we 

can  i  th<>  nnd.-rlying  general  principle  and  define 

romanticism  as  t  -n  of  the  free  world  of  the 

\  no  pnr  romanticism  is  defined  by  it,  nor  the 

romanticism  of  the  Romantic  School  in  Germany,  to  which 

these  pages  are  devoted. 

IV 

What  position  shall  we  now  take!    Shall  we  abandon 

ourselves  to  a  world  of  the  spirit  which  knows  of  no  limita- 

ing  those  waves  of  feeling  which  ripple  over 

onsciousneas  of  our  souls  wht  t  come  in  contact 

r  world ;  or  shall  we,  with  greater  faithfulness 

1  of  facts  and  logical  processes  of  reasoning, 

:iih»  ideals  of  v.  ripht.   true,  and 

beautiful?    Shall  the  heart  rule  or  the  head,  enthusiasm  or 

restraint  the  dreams  of  the  mystic  or  the  claims  of  tradi- 

"love"or"duty!"   Both  certainly  answer  to  definite 
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human  needs.  There  can  be  only  one  answer.  It  s< 
almost  too  elementary  to  ask  the  question.  Of  course  we 
want  both:  we  want  to  catch  the  waves  of  emotion,  and 
yet  hold  them  in  suspension.  We  want  a  world  of  freed"?  n. 
yet  also  one  of  restraint,  a  world  of  restrained  freedom 
organized  liberty,  of  directed  spontaneity,  a  world  in 
which  the  untrammeled  spirit  is  guided  by  laws,  in  which  the 
insf  motive  fooling  of  the  fleeting  nxum-nt  has  been  trans- 
formed into  the  life  of  humanity,  significant  and  enduring. 
Elementary  and  simple  as  this  may  seem  to  be,  for  the 
purposes  of  art  it  is  most  complex.  An  harm  ;nion 

between  these  two  forces  has  been  successfully  ac 
plished  by  artists  only  at  the  best  periods  in  man 's  history.  , 
Following  persistent  temperamental  difference's,  mid 
impelled  by  the  influence  of  a  feverish  reaction  ap 
preceding  art  forms,  writers  have  been  led  into  extremes,  I 
and  have  cultivated  forms  of  art  in  which  liberty  passed  5 
into  license,  and  restraint  into  dogmatism.     To  establish 
a  perfect  harmony  is  indeed  not  easy,  for  it  requires 
the  molding  together  of  the  whole  man  in  tho  fullness  of 
his    spiritual    possessons,    the    marshaling    of    all    those 
forces,  which,  existing  separately  in  the  minds  of  this  or 
that  individual,  live  united  in  the  body  of  the  whole  of f 
humanity.    An  art  which  has  for  its  ideal  this  complete 
humanity,  this  blending  of  man's  best  fruits  of  rational 
thought  with  the  best  fruits  of  emotion nl  life  oan  have 
only  one  name.    It  is  not  Classicism,  nor  yet  Romanticism^ 
as  such,  but — Humanism.    Tn  humanistic  art  the  free  world 
of  the  spirit,  life's  enthusiasm,   the  poet's  love  for  the( 
great  world  of  beautiful  things  are  hold  in  suspension  by 
ideals  formed  in  obedience  to  laws  that  regulate  the  hoin£ 
of  humanity  at  larpre.     Tn  the  host  humanistic  art.  individ- 
ual art  has  become  humanized,  that  is,  the  wealth  of  the 
free  individuality  has  yielded  to  the  commonwealth   of 
humanity. 
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Yet  the  actual  harmonious  interpenetration  of  our  two 
eh  i.-f  forces  in  this  humanistic  art  is  only  A  theory,  and 
'•ver  remain  a  theory.     We  cannot  and  should  not 
reduce  it  to  fixed  laws.    Ever  varying  will  be  the  combina- 
tion*     \    i  among  these  combinations  are  also  classicism 
ion.    We  may  have  a  classic- humanistic  or  a 
'Miniani  m  this  humanistic  art,  the 

fe  or  the  intellectual  life  bubbles  over,  in  a 
ly  conspicuous  to  be  easily  recognized,  we 
call  the  one  art  romantic,  the  other  classic.    Often,  however, 
lassicism  is  not  humanistic:  forgetful  <>f 
If  of  humanity,  the  writrr  ctilti- 
licet  or  his  emotions  in  a  one-sided  fashio- 
i w's  sake  or  for  freedom's  sake.    In  such  a  case  some- 
-  objectionable  associates  itself  in  our  mind  with  then 
two  terms.    We  are  dealing  with  imperfect  art  forms,  with 
pseudo-f.  forms  that  have  lost  their  vitality. 

•i  we  are  far  away  from  humanism. 
We  roust  dismiss  these  evil  associations  which 

t  the  words  romanticism  and  classicism  in  our  minds, 

iss  what  we  like  to  repeat  so  glibly  about  the  dead 

ictness  of  th«    , -ii:ht*vnth  century  classicism  and  the 

Bfldness  and  fantasticalness  of  nineteenth  century  romanti- 

Btm.    There  Mtrinsirally  evil  in  these  art 

than  there  is  in  th<>  fundamental  human 

y  rest.    N.  irh.  r  is  .  ntitled  to  rank  above  the 

•her  i  good  nor  bad.    They  are  of  equal  value, 

•urs  of  the  liirht  and  the  hours  of  the  night  are, 

he  completed  day.   We  need  the  lieht 

ii.  for  an  orientation  of  the  world  in  which  we 

f'-r  a  clear  perception  of  onr  duties  at  members  of 

wholesome  activity;  and  we 
be  preservation  of  energy, 

A*ise  passiveness.  f«>r  f«»r  play  and  recreation. 

union  and  devout  ?•  n.     There  k 
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nothing  intrinsically  weak  or  sickly  in  romanticism,  nor 
strong,  youthful,  or  sound  in  classicism  (so  often  said),  but 
both  may  become  weak  and  sickly,  if  their  naturul  limita- 
tions are  disregarded,  as  the  man  who  works  not  only  .lur- 
ing the  hours  of  the  light,  but  also  during  the  night,  or  he 
who  sleeps  not  only  in  tin-  night,  but  also  in  the  daytime— 
est  modus  in  rebus.  There  is  soundness  and  joyousness  in 
Homer  and  Sophocles,  and  also  in  tlms.  portions  of  P. 
Shelley,  Keats,  Victor  Hugo,  Novalis,  Tieck,  Ros 
Tennyson,  Gerhard  Hauptmann,  in  which  man's  emotional 
nature  and  his  intellectual  nature  are  blended  in  romantic- 
humanistic  proportions. 

Often  the  production  of  the  desired  humanistic  result  is 
entirely  a  matter  of  quantity,  as  it  is  with  a  given  spice  to 
produce  the  right  flavor.  This  is  a  source  of  much  per- 
plexity. Some  phases  of  human  life  are  best  treated  in  a 
romantic,  others  in  a  classic  style,  just  as  some  phases  are 
best  treated  by  the  art  of  sculpture,  others  by  painting  or 
music.  Everywhere  there  must  be  the  spice  of  romanticism, 
for  everywhere  there  must  be  passion,  enthusiasm,  faith 
and  love;  but — how  much  of  this  spice  for  this  lyric,  how 
much  for  this  drama,  how  much  for  the  literature  th.it  is 
to  represent  the  life  of  our  dayt 

May  we  not  now  justly  question  the  views  of  those  \vlm 
hold  that  romanticism  is  overT  Can  it  ever  be  overt  Not 
romanticism  is  over,  but  old  forms  of  romanticism  may  be 
over,  and  diseased  romantic  forms,  and  those  surging  waves 
of  rampant  individuality  which  of  late  years  have  sorely 
tried  our  calmer  minds.  Here  the  parting  of  the  way,  IKTP 
the  reason  for  renewing  our  interest  in  the  meaning  of 
romanticism. 

Far  be  it  from  me  to  join  the  idle  cry  of  modish  lament ;\- 
tions  over  our  impoverished  present-day  literature.  Th< -n- 
is  much  that  is  good,  much  that  points  to  the  coming  of 
what  is  better.  Blind  should  we  be,  however,  were  we  to 
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shut  our  eyes  to  the  much  that  is  not  good    We  live  in  a 
Bhallow  age  aoreJy  lacking  in  fervor  and  profu 

finotinmil   hfe.      And   \\e   live   in   a   chaotic   ap-.   \\hi«-h    has 
!!,,  high  standards,  no  hi^  :«,  no  chastened  idealism. 

We  drift  on  a  broad  aea  without  rudder  or  anchor.    Mneh 
hat  we  produee  to-day  in  no-  ire  at  all.     I 

nee  is,  as  I  have  endeavored  to  point  out,  the  repre- 
sentation of  the  life  of  the  world,  ita  soul,  meaning,  si 
entit\  the  great  bulk  of  our  literature  fails  to 

under  the  influence  of  our  empirical,  mat' 
scientific  methods  of  thought,  imposes  upon  us  only 
ita  outer  shell,  the  hardened  crust  of  life.    Our  literature 
has  degenerated  from  art  to  photography ;  and  to  this  < 
crust,  the  spirit,  \\ithout  whi.-h  man,  somehow  or  <• 
cann  is  artificially  attached  in  the  form  of  sensa- 

I,     A  goodly  portion  of  «»ur  literature  of  to-day  is 
•graphy  and  sensation— the  lowest  forms  of  the  in- 
1   and  emotional  sides  in   human    nature      And 
Mi  to  the  dignity  of  art,  the  same  general 
char.-.  *  cling  to  it.  an  undisciplined,   misdirected, 

impoverished  emotional  life  on  the  one  hand,  and  a  too 
close  adherence  to  the  realities  of  life  on  the  other  hand. 
:nder  the  guidance  of  a  deceptive  finer  taste,  arid  of 
we  cultivate  an  art  form  distinguished  by 
cleverness  of  word  and  phrase.    We  need  standards  to-day, 
h  may  lead  us  to  a  true  humanistic  art.    And  for  such 
•  '  need  genuine  romanticism,  genuine  passion,  hiph 
waves  of  poetic  enthusiasm,  and,  along  with  this  romanti- 
cism, we  need  a  genuine  classicism,  a  noble  restraint,  a 
wise  adjustment,   a  chastened  obedience  to  high  human 

1*,  a  sense  of  "social"  duty 
FV  f  view,  I  invite  my  readers  to  the 

icism  of  the  Romantic  School  in 
y.    It  is  a  point  of  view  which  approaches  our  writer* 
sympathy.   f.»r.  this  is  my  conviction,  no  individual 
17 
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i .  no  period  of  literature,  can  be  understood  or  valued 
unless  it  be  with  heart-felt  sympathy;  and  it  approaches 
our  writers  with  a  definite  critical  standard,  for  we  must 
assign  to  them  a  right  j»l;i< •••  in  history,  must  view  them 
from  the  position  where  we  stand  to-day.  If  we  approach 
thrui  in  these  ways,  they  will  return  to  us  true  i\\ 
the  questions  we  have  put  to  ourselves  concerning  Un- 
meaning of  romanticism  and  classicism  and  the  need  of 
present-day  humanistic  art.  They  will  corroborate  the 
position  we  have  taken;  for  they  have  definite  lessons  to 
teach  us.  We  shall  find  that  the  Romantic  School  in 
Germany  has  for  its  fun<lani"iital  note  enthusiasm,  passion, 
aspiration,  faith,  mystic  longing,  love;  but  is  l;u-kiiiir  in  the 
sense  of  social  duty.  The  ideals  which  the  school  pursued 
can  still  be  a  help  to  us  to-day,  and  its  shortcomings  will 
be  a  stern  teaching,  which  will  tell  us  what  to  avoid. 
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TNI    I:«.M  \\  lie  MUhl 
I 

Tut   u.i>   t<>  the  spiritual  table-land  of  the  Romanticism 
he  Romantic  School  in  Germany  is  not  easy  to  find 
Miind  must  be  attuned  to  it ;  the  senses  open  to  new 
impressions;   the   heart  capable  of  feeling  deeply;  the 
reason  free  from  prejudices,  ready  to  give  ear  to  even  the 
umM'nt.  <i ;  the  deeper  strata  of  the  soul,  responsive  to  the 
voices  of  faith  in  the  unseen  and  improvable.    We  need 
not  be  romanticists  ourselves  to  appreciate  romanticism; 
\ve  must  have  the  gift  of  sympathetic  insight;  the 
esprit  de  finesse  of  which  Pascal  speaks,  the  sensitive  touch 
fe's  variety,  not  the  esprit  de  geometric,  which  loves 
the  straight  lines  of  the  rules  of  logic.     The  way 
•T  is  varied.    It  leads  through  nature,  through  flower 
whose  inmates  greet  us  as  if  they  had  known  us 
boyhood;  along  brooks  that  sing  a  melody— for  us, 
are  made  to  think ;  through  forests  and  over  untrodden 
paths  unto  mountain  tops  with  sunrises  hi  which  the  colors 
1  and  shape  themselves  in  figures  that  remind  us  of 
th.    open   heaven   in    Murillo's   "Trinity;"    into  strange 
s  we  have  never  se«>M.  inhabited  by  people  who 
to  us  the  fairy  world  in  Shakespeare's  M\d**mm*r 
!'*  Dream  or  the  Arabian  \ights  or  Grimm's  Mairkt*. 
As  we  proceed  along  our  way,  young  men  associate  them- 
with  us  as  guides.    Their  faces  are  radiant,  their 
sparkle  with  enthusiasm;  they  sing,  sometimes  sacred 
most  often  little  joyous  ditties  in  praise  of  nature 
IS 
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and  tin-  joys  of  mere  existence.    We  rightly  uu.sinisi  th.-sr 
guides  yet  we  follow  them.    At  times  we  meet  small  groups 
of  persons  that  play  on  musical  instruments,  or  sit  in  t 'mi it 
of  pictures  discussing  in  loving  terms  tin -ir  beauty.    Thru 
we  are  led  into  towns,  into  the  studies  of  wise  men     Th«  \ 
read  in  learned  books  and  converse  in  learned  ways  about 
philosophy  and  religion  and  art  and  literature  and  criticism 
and  nature  and  mysticism  and  women  and  love.    They  are 
no  pedants:  wit  and  pleasantry  are  the  spice  of  their 
conversation.    We  pilgrim  on  in  a  serious  frame  of  mind, 
meditating  over  the  new  world  of  thought  that  has  just 
been  opened  to  us.    The  way  grows  narrower.    We  find  it 
difficult  to  proceed.    The  shadows  of  the  night  are  gath.-r- 
ing.     We  lose  touch  with  the  world  as  we  knew  it  and 
believed  it  to  be.    It  fades,  and  makes  way  for  an  inner 
world  of  the  spirit.  We  are  forced  upon  our  knees.  Slowly, 
guided  by  the  voice  of  faith  only,  we  make  our  way  over 
the  marble  steps  of  a  high  scala  santa  to  some  region  of 
human  and  divine  thought  where  we  have  never  been.     It 
grows  lighter,  the  mystic  veil  is  lifted,  we  regain  our 
senses  and  normal  way  of  thought  and  find  ourselves  upon 
the  broad  table-land  of  German  romanticism. 


II 


There  arose  in  the  seventeenth  century,  under  the 
of  Louis  XIV,  a  style  of  landscape  gardening  still  culti- 
vated in  many  a  European  garden,  at  Versailles,  at  St. 
Germain,  at  Schonbrunn,  and  other  places.  With  feelings 
of  genuine  pleasure  we  wander  through  the  avenues  of 
these  great  parks,  marveling  at  the  garden  craft  of  man 
that  succeeded  so  deftly  in  cutting  and  clipping  flu* 
foliage  of  hedges  and  bushes  to  form  the  straight  line 
horizontal  a  mile  away  to  a  white  marble  statue  shimmering 
in  the  distance,  and  vertically  as  high  as  the  wall  of  a 
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houae.     1  -ly  trees  were  made  to  grow  to  look 

i  mid*  and  ooneii  and  globe*  and  animal*,  and  all 
so  smoothly,  so  symmetrically,  straight  as  a  nil* 
I  curving  in  compliance  with  the  golden  line  of  beau 
symmetrical  beauty  appeals  to  us  in  definite  ways  respond- 
ing to  certain  u- 11  known  instincts  in  our  nature.    Yet 
j  have  we  ever  Lit   these  classic  gardens  wholly  sstisfiedf 
I  Do  we  not  miss  something f    Soon  a  seme  of  artificiality 
takes  possession  of  us;  we  begin  to  experience  feelings  of 
pathy  for  these  trees  and  bushes,  which,  to  please  the 
/  of  man  had  to  be  put  into  bondage  of  servitude  and 
to   be   deprived   of   their   own   natural   and    individual 

We  may  adapt  this  landscape  gardening  as  a  symbol  of 
tendency  in  our  nature,  the  esprit  d*  gtomttru,  or 
1-  -M!  t<»mper"  as  we  have  call.-.l  it  in  preceding  pages, 
ii  \\v  tiini  in  every  period  and  which  was  especially 
the  eighteenth  century  up  to  th<-  time  of  oar 
roma  is  the  tendency  to  cut  and  clip  our 

-r  to  set  patterns  and  artificial  designs  in  the 
-r*  of  society,  in  the  dogmas  of  religion,  in  the  conduct 
lies,  in  the  forms  of  art.  in  the  systems  of  philosophy. 
In  the  seventeenth  and  eighteenth  centuries  man  had  ac- 
customed himself  to  bow  down  to  established  precepts.    To 
.11  justice  to  this  classic  period,  especially  to  French 
classicism  of  the  seventeenth  century,  we  should  have  to 
enumerate  the  benefits  that  came  to  literature  by 
precepts,  these  very  characteristics  of  order  and 
this  reverence  for  law  and  definite  ideals,  and  especially  the 
restraint  placed  upor  .  nthusiasm.    We  should 

have  to  make  a  distinction  between  the  more  perfect 
classicism  of  earl;  ami  th,   1,-^  P,  rfect  classicism  of 

later  days.  Nevertheless,  we  shall  not  go  astray  in  accept- 
ing  the  works  of  Maltre  Lenfttre,  the  gardener  of  Louis 
XIV  as  danger  signals  to  warn  us  against  an  ideal  in 
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which  life  counts  for  less  than  th<  .  In -n 

But  life  cannot  be  permanently  suppressed.  The  plant 
may  have  to  yield  to  the  inevitable,  but  man  will,  linally, 
rebel.  His  instincts  for  freedom  will  come  to  tin -n-  own, 
and  cry  aloud  against  oppression.  Jle  will  demand  liin •ra- 
tion of  his  imprisoned  life.  Such  men  appeared  in  the 
course  of  the  eighteenth  century,  poets  and  thinkers.  They 
were  the  romanticists'  forerunners:  Klopstock,  Rousseau, 
Hamann,  Lavater,  the  Stormers  and  Stressers,  Burger, 
Herder,  Heinse,  the  young  Goethe  and  Schiller  are  seine 
of  the  leading  names.  In  the  secret  bosom  of  these  in. -n. 
the  other  side  in  human  nature,  the  "sympathetic  temp«-r. " 
as  we  called  it,  asserted  itself;  and  wherever  it  successfully 
withstood  its  antagonist,  wherever  it  outweighed  in  strength 
pure  intellect,  wherever  the  spiritual  balance  of  the  two 
forces  tipped, — there  the  first  germs  of  eighteenth  century 
romanticism  were  born ;  the  tipping  of  Die  halanr,-  in  favor 
of  the  sympathetic  temper  may  lie  said  to  he  mniant  i.-isin 
in  embryo.  Rapidly  the  new  force  gained  ground,  dis- 
seminating itself  in  subtle  ways  over  the  whole  of  Europe, 
.ade  its  appearance  in  th--  revolutionary  ..\vrDim\v  <>f 
all  man-made  laws  so  powerfully  represented  by  th«-  Storm- 
ers and  Stressers  in  a  new,  enthusiast  i.-  l..\v  fop  natmv 
set  astir  in  man's  heart  ever  since  Rousseau  took  his  solitary 
walks  at  Charmettes  in  Switzerland;  In  Rousseau's  rever- 
ies; in  the  new  Renaissance  of  Greek  art  initiated  by 
Winckelmann;  in  the  vast  realm  of  rediscovered  poetry 
of  past  ages  opened  through  Ossian,  Percy's  Reliqucs  and 
especially  through  Herder's  historical  labors;  in  the 
imaginative  literary  production  of  Goethe,  the  genius  of 
the  age ;  in  the  mystic  realm  of  religion,  where  the  pietists 
had  paved  a  new  way  unto  God's  throne  along  the  avenues 
of  man's  emotional  nature.  Everywhere  feeling  and 
pathy  had  deepened  and  enriched  man's  inner  lit*. 
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In  the  Unit  heat  of  opposition,  Feeling,  with  iu  *yea 
focuaaed  l  uU'llect  aa  though  it  had 

to  eiiatenee,  trampling  bliiidiy  upon  the  tradition* 
of  iu  enerniea.  In  those  revolutionary  days  our  writer* 
were  born,— August  Wilhelm  Schleg*  .<;?;  Sehleier- 

maeher  in  1768;  Friedrich  Schlegvl  and  Novalis  in  l 
[Tieckand  Wackenroder  in  177:;.  s.-h.-ll.m:  i.- 

Sehlegel  and  Dorothea  V.-n   in    17.. ;       It  in  to  be 
i  hut  theae  date*  precede  by  a  few  yean  the  eorrea- 
datea  of  iglwh  romanticists, — Wordaworth 

bom  in  177n.  Sentt  in   1  .  (C  in  17, 

1788,  Shelley  in  1792,  KeaU  in  1795. 
When  theae  men  and  women  hud  grown  up,  the  atom 
blown  over  and  with  it  the  conditions  of  the  revolu- 
uethods.    A  new  era  was  uahered  in.— an  era  of 

Apposition   1 

indini:  ti.  of  tin-  Inn:.. 

^  ready  to  yield  to  Reason's  just  demands.     Alter 

mi  and  Strew  peri« »<  followed 

ments,  classicism  and  romanticism.  Both  of 
these  movements  were  nothing  more,  stated  in  final  terms, 
than  an  effort  towards  u 

ItKst  with  the  demands  of  feeling  for  lit. -r.iry  purpoees, 
and  philnsMphi,-.  ethical,  and   n  1 
both  hu inn n ist ic  ^n\ twfPTfl ^*P t^ T      the  ^HMHn^MHn  OA 


and  Goethe,  who  cultivatrd  i-i-aN  more  cloaeb   MW 

the  world  of  hn 

recognized  success;  the  romanticists,  on  the  other  hand. 

who  cultivated  the  longings  of  their  inner  life,  succeeded 

part.     Through  their  whole  literary  career  there 


•These  are  the  leaden.     Of  the  dri   minor*  May  to 

b\  Berahardi,  born  1769,  and  his  wife  Sophie  Berahardi  (Tte** 
riater),  born  1775;  Johann  Wilhelm  BittOT,  bora  1776;  Aug.  Udwig 
HUaeo,  bora  1765. 
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an    irony    of    fair.      Tln-v    attempted  ncile 

intellect  and  feeling,  the  visiMr  and  the  invisible,  visual 
concepts  and  emotional  states,  calm  judgments  and  pas- 
sions, logical  demonstrations  and  instincts,  facts  and 
aspirations,  the  conscious  and  the  unconscious,  realities 
and  ideals,  the  world  and  God, — they  attempted  to  reconcile 
these  forces  under  the  buni  ;hat  tiny 

\\i-iv    irreconcilable.      They   wan:  -hange   the   IIIIC..M- 

scions  into  the  conscious,  the  night  with  its  starry  \  IMMUS 
into  the  daylight,  God  into  man.     In  brief,  they  wanted 
I  to  be  humanistic,  in  the  sense  in  which  I  endeavored  t<> 
\  define  it,  but  found  no  art  at  hand  which  satisfied  com- 
pletely their  emotional  nature.    Such  a  mentality,  charac- 
terized by  an  attempt  to  reconcile  the  irreconcilable,  is  a 
salient  trait  of  the  German  Romantic  School. 

The  Romantic  School  is,  therefore,  in  the  first  place,  tin- 
literary  record  of  the  experiences  of  a  number  of  writers 
within  the  circle  of  their  emotional  inner  life,  of  the 
enjoyment  of  that  life,  of  the  enlargement  and  enrichment, 
deepening  and  enhancement  of  that  life;  of  the  end  and 
aims  of  promulgating  that  life  to  the  world ;  and  a  literary 
record  of  the  ways  in  which  they  succeeded  in  harmoni/.in«_r 
that  life  with  the  outer  world,  and  of  their  failures  in 
establishing  a  harmony,  and  their  consequent  distance  and 
aloofness  from  the  world  in  matters  of  life  and  art. 


Ill 

German  romanticism  is  Seelenkultur.  It  finds  its  justi- 
fication in  the  existence  of  an  inner  world,  and  must  be 
mentioned  amongst  the  prime  agencies  which  reopened  its 
doors  to  man.  To  science  belongs  the  honor  of  having 
given  to  man  a  new  outer  world,  to  romanticism,  in  the 
larger  sense  in  which  we  have  defined  it,  the  honor  of 
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ig  given  him  a  new  inner  ••  The 

Ere  poeta,  and  poeta,  aa  Emerson  truly  remark*,  "are  free 
make  free."    We  are  spiritually  richer  than  we  were 
i-e  the  appearance  of  the  romanticieta.    The  precious 
ual  material,  broupl  t  from  hidden  tiiMura, 

always  be  of  the  purest  and  best,  and  has  often 
i  with  it  baser  ali«.>  ;  M-  vertheleas,  mu«-h  <>f  it  it  trulv 
.t  has  the  true  ring,  a  ring  that  cornea  from 
chambers  In  i  1(>   »  rmK  °* 

of  far  rtality,  of  love,  of  enthusiasm,  of 

of  spirit-meanings.    We  must  give  them  their  due.    Science 
has  given  us  ajiflHJecord  of  th.  mit.-r  w..rl«l.  romanticism 

In  iiiqiiinSglmrther  into  the  particular  world  of  freedom 
.•rman  romanticists,  I  feel  tempted  to  make  use, 
in  some  modified  form,  of  an  opening  sentence  of  one  of 
Friedrich  Schlegel's  pithy  epigrams.  German  romanticitm 
is  largely  a  combination  of  the  French  Revolution,  of 
the's  WUhelm  Meiiter,  of  Fichte's  Wi*sen*chaft*Uhre, 
and  Schleiermacher's  Reden  uber  die  Religion.  The  first 
three  of  these  four  elements  just  mentioned  are  especially 
spoken  of  by  Friedrich  Schlegel  as  representing  the  thn> 
greatest  tendenciea  of  his  age.  Nearly  the  whole  of  the 
romanticism  of  the  school  can  be  brought  under  one  « 
those  four  head*.  N<4  unlike  the  Fren,h  Rovnlutim..  it  is 
a  movement  ,.f  ^-t.-st.  the  revolutionary  pl,,w  that  .lu- 
ll of  the  age,  threw  it  up,  and  sought 
of  a  new  order  of  thing*  Not  uniito  / 


mto 


he's  WUhelm  M  titter,  it  is  the  poetic  record  of  1  toW 
of  a  select  vinrouthji.  who 


throutrh  th,.~«venues  of  a  vamd'world  in  search  of  sell 
realization  ami  aeif^ultujJ^/Not  unlike  Fichte's 
*9&aftt**re,  it  is  an  enthusiastic  gbriflcatkm  of 
its  pjWOTjoria£anove  ihe  meanness  of 

^jfft^n^,     Not  unlike  Guhsiii acher's 

•B 
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it  is  the  religious  insistence  that  human   nature, 
it  anchored    in   the  divine   hi'.-,  and  an  attempt,   poetic  and 
to  find  special  points  of  contact    with   that    life. 

Ir  romanticism  is  a  protest,  it  is  aesthetic  sell  culture, 
it  is  egoism  soaring  on  thgjKiag»it  is  a  record  of  api>r<»acln-M 
-sal  divine  life 

We  have  already  seen^Cfiafthe  protest  of  the  School  was 

not  revolutionary   in  the  sense  in  which  the   preceding 

Storm  and  Stress  period  was,  it  was  not  so  naturalistic,  not 

so  blindly  emotional,  cultivating  principles  which  made 

idealization  and  reconciliation.     Nevertheless,  we  can 

rightly  speak  of  the  movement  as  revolutionary  in  the 

same  sense  in  which  we  speak  of  our  English  poets  of  the 

f  corresponding  period — the  period  of  Byron  and  Shelley— 

It  as  poets  of  the  revolution.    Romanticism  stands  for  eman- 

[j  cipation — emancipation  of  the  intellect,  of  the 

11  the  emotions,  of  the  spirit,  emancipation  from  traditional 

H  beliefs,  from  traditional  forms,  conventions,   institutions, 

1  literary  standards.     We  cannot  be  too  grateful  to  it  for 

\th  ci  pat  ion  from  a  culture  the  blossoms  of  which 

Were  withering.    Its  protest  was  historically  justified,  and 

wholesome. 

Biitjwl^rft  afra.U  man  turn,  whpq  IIA  has  overthrown  the 
trad  f  his  generation,  when  he  has  made  himself 

once  more  free^to  take  an  independent  course?  Peril 
is  never  entirely  free  in  <-hn(,sin«r  his  way;  the  a«re  in  which 
he  lives  and  the  teinp.-rain.-nt  with  which  he  is  born  largely 
prescribe  it  f«.r  him.  Had  the  age  been  a  different  one, 
perhaps  the  course  of  our  writers  would  also  have  been 
different,  and  would  have  led  them  closer  to  the  plain 
realities  of  their  own  day.  As  it  was,  the  secret  forces 
at  work  carried  them  away  from  the  world  into  the  realm 
of  aesthetic  self -culture.  In  1795  the  first  part  of  Goethe's 
Wilhelm  Meister  appeared.  It  was  welcomed  by  them  as 
a  true  embodiment  of  what  they  had  vaguely  felt  in  their 
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|irn  hearts.     It  helped  to  give  direction  to  their 

democratic  mind,  oar  empirical  mind,  our 
1.  are  apt  to  look  askance  upon  sxthetie 
i It ur<».      It    t>rmga   up   to   our   mind   the   old    f 
ii. 1   truth,  beauty  and  good  now.   whirh 
recent  days,  haa  been  presented  to  us  anew  in  rather 
au'ant  fashion  by  Count  Leo  Tolstoi.    We  have  not 
to  the  point  of  banishing  the  poets  and  artiste  from 
ate,  as  Plato  wished  to  do  in  his  ideal  r-  ;••. 
we  have,  nevertheless,  certain  words  chosen  to  stigmatise 
those  poetic  souls  who  for  beauty's  sake  have  lost  all 
use  of  goodness,  for  art's  sake  all  sense  of  truth.    Aes- 
thetes we  call  those  beauty-intoxicated  minds;  and  cat? 

\\,  tun*    livady  taken  our  stand 

in  this  maJter^We  think  that  the  best,  let  me  rather  say 
is  not  one  that  exists  for  its  own  sake, 
detached  from  the  rest  of  the  world,  but  rather  one  whi<  h. 
restrii  mt<  ll<(>t  and  a  right  sense  of  social  <1 

is  directed  into  channels  where  human  ends  are  served^ . 
Our  untcrs  cannot  entirely  escape  the  stigma  of  aesthet- 
icism,  and,  when  we  follow  B«  u  ir  hm**  m  route 

-h  the  world,  th.-ir  souls  passively  laid  out  and  tu 
like  the  strings  of  a  great  harp  waiting  for  nature  to  play 
lies  of  beauty  upon  them,  it  seems,  at  times,  as 
romanticists  had  dropped  upon  the  earth  from  some 
nd  had  not  had  timo  as  yet  to  find  «ut 
any  tin  MI:  about  society  and  government  and  sin  and  error 
and  human  sufferings  and  human  needs: — beauty  is  their 
only  aim. 

Yet  hoWeasily  a  truth  may  be  twisted  until  it  eeesea 
to  be  true,  how  ea  be  enlarged 

until  it  conceals  tin-  litrht.    The  romanticists  were  lovers  ^ 
of  beauty.    They  loved  beai 

^ntTi  And  ffti^^r  rartly  f^vT"^     From  this  very  love  arose 
the  weakness  we  complain  al>  we  know  that  where 

ffl 
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love  is  deep,  it  is  apt  to  be  blind  also,  for  tin-  t.  r\» nt  lover 
\vill.  at  times,  see  nothing  but  the  ol  Ml  l»v*>.  and 

draw  invisible  curtains  about  the  rest  of  the  world. /But 
this  very  love  was  also  the  romanticists'  strength.  Indeed 
it  was  this  love  which  called  <  ism  into  bring,  gave 

sjM'cial  impetus,  and  nourished  its  manifold  litV. 
I  have  in  another  place1  endeavored  to  distinguish  be- 
tween sensuous  beauty  and  spiritual  beauty,  beauty  that 
attaches  itself  primarily  to  the  form  and  beauty  that  arises 
from  art's  content. /Much  of  the  beauty  which  tin-  ro- 
manticists lovedjgas  SfinHUOUs.  attaching  ils.-lf  to  nature's 
man  if  old  tones,  colors^  and  lilies,  lint  the  romanticists 
made  no  such  distinction.  Beauty  was  to  them  essentially 
spiritual.  In  their  eyes,  ail  beauty  waaJife^and  that  which 
made  a  particular  thing  beautiful  was  not  its  effect  on  their 
senses,  but,  primarily,  the  feeling  it  evoked  in  their  minds. 
Ifceauty  was  feeling,  emotional  mental  state-  ic  ex- 

periences, spiritual  moods. 
s  And  what  was  true  of  nature's  beauty  was  true,  in  like 
measure,  of  all  beauty  experienced  by  them  when  brought 
into  contact  with  literature  or  art.  Everywhere  it  was 
f'elinL'.  PHEflftm,  VJtjSflii i  es.  enhancement  and 

expansion  of  their  whole  lif,-.  Km-  that  reason,  they  loved 
it  so  much;  for  emotion  is  an  entirely  individual  matter. 
The  object  was  beautiful,  because  they  felt  it  to  be  beau- 
tiful, their  emotion  told  them  it  tt'os  beautiful  I b  rein 
lies  the  strength  of  the  n.manticjgpBition.  The  1 
love  can  only  be  <_r.-nnine  if  it  be  an  individual  love,  if  it 
be  felt  and  experienced  in  the  heart  as  a  vital  foree.  It 
cannot  be  described  to  the  lover  as  something  lying  outside 
of  his  own  beinpr.  Ue  cannot  love  through  some  one  else. 
Nor  can  he  intellectually  reason  it  out.  however  profoundly 
beautiful  the  object  of  his  love  and  however  high  his  ideals 

The     New     Constructive     Criticism.     Publications     of     the 
Modem  Language  Association  of  America,  Vol.  XXII,  pp.  421ff. 
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of  devotion;  it  h.  trulx  love,  the  love  must  work  in  his  own 
heart,— he  must  feel  it,  he  must^pirn  it.  What  we  tktnk 
is  the  property "oTthe"  whole  world,  ..nly  what  we  feel  is 

own.     The  ronia 

largely  a  record  «.f  ih  >  !••  hn-  ..i   •:..   r  l..\v  for 
IK?  loved,  a  rerun  1  of  the  nrupLTtn*s  <»f  th«-ir  <*\\i 

>f  soul-experiences.     "The  spirit  of    1 
declares  I  hjgfrjggfti,  "mn«t  p^mr«/U  M  j^ 

»f  romnntin  pnatry  *' 

be  misunderstood  when  I  say — for  I  repeat  only  what  I 

said,  with  proper  limitations,  in  the  preceding  chapter— 

must  have  for  its  foundation  this 

lover's  love.  Tliis  is  a  fundamental  nutr  in  P-mant:.- 
poetry.  It  was  tBe~h-  th.  ir  . nthusiasm,  and  ipread 

rjoyoua  glow  and  sj>i ritual  wftTBitb  rtpMMI>  ^!  thtT  u r  ' 

that    \vhi.-h    in    •  invulnntar.! 

UK,  though  v.,-  may  imt  like  in  it  anything  else.     It  is  the 
new  in  their  writings;  contemporary  poetry 
lacked  it.     Where  we  tin.l  it  and 

others,  there  poetry  is  also  romantic.  It  puts  upon  poetry 
th<>  unmistakable  stamp  '•:'  human  personality  and  indi- 
It  makes  of  roma 

love,    yearning,    .^ta.-y,    surpriM-. 

an    auto- 
1Ee    fniit 
uf    his    own    individuality 


poet 


regret,   fear,    f . 


.. 

autobiograpfcr,  it  Sg  the  pogtrv  ofjonfess  ':ie  of 

the  first  truly  romantic  books  is  Rousseau's  Confe&io**: 
the  whole  of  the  romantic  poetry  may  well  be  pas* 
under  th.    name,  confessions— confessions  of  the  ex: 
enees  of  th.   human  heart 


«Cf. 


M*  Ponie.  Minor,  Vol.  II.  p.  371. 


•Cf.    FT.    8eh)«gd'a   Qetfrtch   *b*r  #9   Poeii*,   Mimor,   Vol     II, 
pp.  367,  368,  888,  374. 
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This  phase  of  human  personality  and  individuality,  «.f 
vsi.,iial  autobiography,  founded  on  the  emotional  side 
of  human  nature,  lies  at  the  heart  of  the  romanticism  of 
<>nr  German  writers.  We  cannot,  however,  read  very  h-mr 
in  their  works  without  discovering  another  equally  im- 
portant phase.  It  is  the  other  half  of  their  romanti 
•  »r.  we  might  say,  it  is  the  larger  circle  of  their  inner  lifV. 
within  which  the  personal  phase  forms  tin-  smaller  cirri.-. 

Briefly  defined,  it  is  the  beli<T  that  the  individual 
emotional  life  has  its  root  in  the  Divine,  We  cannot  think 
of  the  Herman  Romantic  School  without  this  new  addition. 
It  is  indeed  true  that  in  some  of  their  works  we  find 
romanticism  only  as  a  protest,  in  others  only  as  aestln -tie 
<•  If  culture;  nevertheless,  this  new  phase  occupies,  from 
the  beginning,  a  conspicuous  position,  increasing  in  im- 
portance as  time  advances.  We  may  call  it  the  religious 
phase  of  romanticism,  or  the  supernatural,  mystic,  or 
metaphysical  phase.  I  prefer  to  call  it  the  snperpers«.nal 
phase,  as  the  larger  term,  of  which,  however,  we  must  .• 
distinguish  two  forms:  the  transcendental  and  the  religious. 

Under  the  immediate  influence  of  this  snperpersonal. 
the  individual  romantic  life  undergoes  many  <h. 
The  stinpr  of  narrow  selfishness  is  taken  from  it  by  bringing 
it  into  conscious  union  witb  some  hicrher  life,  an  ideal  is 
provided  to  strive  beyond  the  personal  self.  TVe  may  not 
all  like  this  ideal  as  it  works  itself  out  in  art :  and  indeed 
we  know  that  it  makes  romantieism  more  deeply  intro- 
spective, leading  us  often  into  unfathomable  realms  of 
H;  nevertheless  it  is  an  ideal  which  crives  to  the 
romantieism  of  the  Sehool  a  seriousness  it  never  would 
have  had  without  it.  What  romanticism  now  means  with 
this  superpersonal  prineiple  added  is  best  expressed  in 
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Friedrich  Schlegel's  own  words:   "Every  poem  should  be  x 

st  semie  of   th<-  vhich    \ 

i  n  i  venal  meaning. ' '  *    Many 
the  School  lost 

this  snperpersonal  phase,  and  therewith  a  definite  ideal, 

tossing  aimlessly  upon  a  sea  of  emotions,  caring  for  naught 

save  their  own  momentary,  esthetic  delights.    And  many 

'   present-day  romanticists — impressionists  is  another 

word    f<>r    them — fan*    little    )><tt<r      Their   conspicuous 

lias  done  much  to  besmirch  the  escutcheon  of  the 

romanticist  of  the  true  blood. 

What  this  ideal  actually  was,  what  Friedrich  Schlegel, 

i  stance,  meant  by  giving  to^ajpoem  "a  universal 

meaning,"  we  can  understand  best  by  comparing  the 

vith  some  other  idealsT" 

The  romanticists  knew  the  beauty  of  the  Greeks  and 

Romans  well.     Friedrich  Schlegel   was  one  of  the  best 

Greek  scholars  of  I  Moreover,  they  were  enthusiastic 

admirers  of  Greek  beauty,  and  there  was  a  period  of  time 

h   Schlegel  was  a  devout  classicist,  not  a 

st.    When  he  finally  changed  front  and  became  a 

it,  ami  IM-LMII  to  <1,  .  of  romantic 

art.  it  was  not  because  he  was  blind  to  the  beauties  of  the 

l>ecause  he  believed  he  had  discovered  a 

beauty  that  was  still  hi^h.-r.     H.«  di*eard.-d  the  OfStl  id.-.il 

ise,  on  ev  closely,  he  found  that  it  set 

an  undue  limitation  t«>  the  further  growth  and  development 

of  man's  inner  lif       II     found  i  sely  hel«l  in  the 

vise  of  fixed  standnr  I>      He  was  looking  for  an  gsthetie 

•h  would  set  no  bounds  to  spiritual  growth.    This 

nd  in  romantic  poetry.    "Romantic  poetry." 

clared,  <4n«  but    is  always  in  the  beeominjr. 

It  progresses  ever  towards  its  goal,  life  universal" 

•Of.    Fr.  Sebtogd,  fetprteft  €b*  #*  Po«i*.  Minor,  Vol  IT,  p.  864. 
AJao  Novalia'  Works  (HcteMr  edition)  Vol.  Ill,  p.  191. 
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The  two  Schlegels  were  in  the  beginning  admirers  of 
Schiller.    But  soon  th<  y  parted  from  him.    Schiller's  ideal 
v..iv.   in  tin-  main,  an  ethical  one.     A   follower  of  Kant,  he 
TieUl  to  the  principle  that  all  high.  r  art  wjtJmplnnt«-«i  i" 
ii  i.  in's  reaaon  and  eonaeience  in  the  for™  ? 


•  •  of  his  knowledge 

his  character.    Sehiller's  idealism  was  one  of  character, 

representing  man  in  his  ethical  st  rubles  with  the  inimical 

H  of  this  world.    But  the  romantic  ideal,  which  ad- 

and   slavish   obedience    to    intellectual   or   ethical    formula*. 
Its  Kj"-'-:al    sph.-iv   was    ferlin«r.   contemplation.    meditation 
vin<    things,  speculative  search  for  the  higher  life, 
of  nniyei*id  troths.  ( 


was  tlieir  «rreat  hero.  He  was  thoroughly  ro- 
mantic in  many  of  his  writings.  At  a  certain  time  of 
life  he  stood  very  close  to  them,  yet  he  followed  a 
different  ideal.  He  stood  much  closer  to  real  life.  Aes- 
thetic self-culture  was  not  the  controlling  idea  in  his 
Wilhelm  Meister,  although  one  of  its  features,  and  so  con- 
s  pi.  nous  —  it  must  be  acknowledged  —  as  to  give  rise  to 
misunderstandings  as  to  the  real  meaning  of  the  book.  Its 
controlling  idea  had  a  universal  human  import.  It  was 
meant  to  be  the  portrayal  of  an  impressionabl*  youth 
conceived  as  a  human  type  in  his  journeys  through  life 
in  search  of  harmonious  adjustment  between  his  individual 
likes  and  dislikes  and  empirical  and  social  necessities. 
Such  an  adjustment,  though,  we  must  confess,  perhaps  not 
so  very  clear  in  Wilhelm  Meister,  became  more  and  more 
Goethe's  guiding  principle  in  his  art.  Goethe's  art  sought 
the  representation  of  universal  ideas  or  types.  We  must 
not,  however,  at  once  think  of  the  Greek  types;  his  types 
were  peculiarly  Goethean,  shaped  under  the  influence  of 
the  idea  of  organic  growth,  and  best  explained  in  that 
famous  first  conversation  between  Goethe  and  Schiller  in 
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Goethe  developed  hit  theory  of  the  archetype  of 
the  plant 

ii<re  we  strike  at  once  at  the  root  of  the  difference* 
separating  Goethe 'M  art  from  that  of  the  romanticbu  A 
uh-le  diaqniaition  could  be  written  on  the  matter;  tmt  I 
must  be  very  brief.  Goethe's  "uni venal  idea*"  could, 
of  course,  nowhere  i  i«l  in  th»-  • 

the  imaginative  creations  of  poetic  idcaliza- 

>elei*.   they  had    (at  least   in  theory) 

;i  in  the  empirical  wnrM.  d.-rived  from  careful  study 

and   nhs.  Goethe's  characters  were  taken  from 

men  and  women  he  had  seen  and  known.    His  universal 

ideas  were  derived  from  without.    Now  the  romanticista, 

ui  venal  ideas.    They 

have  a  ^reat  deal  to  say  about  them.     Yet  th-s.-  id.-as  sjsjfi 

not  akin  to  those  of  Goethe.    They  were  not  derived  from 

w..rld  through  i  tudy  and  observation 

case  of  Goethe.  but  had  their  origin  within  the 

!:!'••  "f  the  poet  himself.    They  w« 

in.     Our  writers  believed  themselves  endowed  with 

•jwMttl    powers,   tn  tfmjuwiH   ArtPry^  ^n^jtinnn    and,   on 

tual  wings,  to  come  into  sight  of  universal,  divine 

L      Truth    aeeording   to   romantic   conceptions,   lay 

n  the  realm  of  their  own  soul.    "Not*  *****  oekt  far 

Qek*im*itvolU  Weg.    In  us  or  nowhere  is  eternity,"  the 

profound   sayinp   of    Nnvalis    d.-.-lan- 
le<l   the  way,  and  tin-   h.-n>   in    lh\nr\,l 

Such    was   the   larger   eirel,«   .if   th«> 

Though  a  goodly  share  of  tln-ir  a<-t 
reveal inir  th.-  pn-p.-rties  of  their  own  individual  ego,  this 
very  individual  ego  was  limitless,  bonier ini:  on  the  world 
of  universal,  divi  and  could  soar  into  regions  where 

•Of.  6Iirilira«  Errtffmii,  Goethe's  Worts  (Hempd),  Vot  XXXIII, 

pp.  9orr. 
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the  individual  ego  stopped  and  the  <li vine  ego  had  its 
beginning.  To  tell  about  this  divine  ego,  about  this  uni- 
versal, divine  1 

ai.  r  to  their  \vlml.-  po<  ity.    Their  own 

perxMiial   tVrlin-js.  Ihr  poeTl  love   f.-r  tilings  l.ormt  ii'ul.  !>.•- 

ame  sacred,  through  their  imagination,  as  the  expression, 

not  only  of  thrir  individual  self,  but  of  the  divine  self 

^iu   which  they  lived;  their  self-expression  blended  int" 
/  /  relilPpsity;  biography  of  selfTbecame  the  1  y  nf  the 

f  divine    mind;    and    autobiography  1    with 

"  prophrry.  This  is.  then,  what  Friedrieh  Schickel  meant 
wli  aid,  that  "every  poem  should  be  romantic  in  th.it 

/  widest  sense  of  the  word  which  carries  with  it  a  significant, 
universal  in< -aninir. "  And  this,  too,  is  what  Novalis  meant 
when  he  said:  "The  world  must  In-  romantici/ed.  If  we 
do  this,  we  shall  discover  in  it  the  meanin<_r  it  li;id  from 
the  beginning.  Tin-  lower  self  -.  tlimu^li  this 

process,    idcntiti.-d    with    its    h  If.      Such    a    prpc 

s  yet,  wholly  unknown.  By  irivinu'  tin-  common  a 
noble  meaning1_tiie  ordinary  a  mysterious  aspect,  tin- 
known  the  diLTiiity  of  the  unknown,  tin-  finit««  tin-  apin-ar- 
ance  of  the  infinite, — I  romanti* 

Through  this  process  of  romanticization,  the  r<»m;intieists 
believed  to  have  forever  stilled  the  great  feud  between 
truth  and  art,  goodness  and  beauty.  Plato  sought  to  banish 
the  poets  from  his  realm,  because  theyTacked  th 
needed  to  represent  divine  ideas.  They  appeared  to  him 
mere  copyists,  and,  therefore,  falsifiers  of  the  divine.  But 
sin-h  a  doctrin*  th«-  romanticists  could  not  accept.  Few 
Utopias  are  so  far  apart  as  Plato's  Ideal  KVpnMir  and  the 
romanticists'  Coldni  AL'C.  The  romanticists  firmly  l>c- 
lieved  that  the  poets  had  the  regenerative  vision^  for 
universal  truth  within  th 

none    others    among    mi  1    penetrate    directly 

«Cf.  Novali*'  Works  (Meisroer  edition), 'Vol.  Ill,  p.  191. 
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,-ir,  the  source  of  all 

love,  and  truth.   To  be  revealenToT 

agents  in  effecting  a  transformation  of  the  onpoetie  world 

'uo  of  poetry,  at  onee  good,  true,  and  beautiful,  waa 

^uch  a  mission  succeed!    There  ia  indeed  a  great 

..il  uMiiy  in  \\hich  we  all  have  our  being, 
'deed  is  the  poet  who  has  his  eye  fixed  on  this 
unity,  .si ill  happier  is  he  who  can  Ml  tin-  \s«.rld  about  it, 
and  thrice  happy  the  one  who  can  influence  the  world  for 
better  :  here  is  also  another  vast  realm  about  us,  which 

stares  us  in  the  face  with  a  sternness  and  cruelty  that 
makes  all  false  claims  on  divine  power  vanish  as  a  eh 
dream.    There  is  a  world  of  hard,  cold,  enduring  facts, 
whirh  tears  our  eyes  open,  however  many  times  we  may 

in-lined  to  keep  them  shut  and  dream;  and  this  v. 
swarms  with  living,  human  beings,  to  whom  we  are  in 

id;  and  there  is  a  faculty  within  us,  the  f  f  the 

lect,  with  its  satellites,  logic  and  plain  common -sense, 
which  sees  these  facts  and  these  duties,  and  demands  order 
and  symmetry,  and  the  restraint  of  vain  aspirations,  and 
ideals  socialized  and   pra. -tieal,  and  an  art,   not  merely 
the  poet  lit"..  1.  he  real  world 

•  is  another  fact  >in  us.  th.-  will,  which  must 

that  the  ideal  may  be  realized.    The  romanti- 
cists had  set  themselves  difficult  tasks  in  the  performance 
^i"M.     Could  they  transmute  th.-ir   infinite 
p  search   f«>r  tin-  universal  lif.-.  into  finality, 
expressible  terms,   into  visible  signs,  into  practical 
known  facts!     Could  they  bring  their  spirit -revelations 
sufficiently  into  close  contact  with  the  needs  of  humanity? 
eoiil  manize"  their  mission  f 
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CHAPTER  III 

ROMANTICISM  AND  SYMBOLISM 

I 

SINCE  romanticism  was  the  poetry  of  the  innei'  In 
love-gospel  of  soul-experiences,  on  Tgf  as  we  should 

naturally  expect,  poured  forth  their  heart,  at  i 
"strains  of  unpremeditated  art."  They  voiced  in  simple 
spontaneous  accents  their  freedom,  their  confessions,  their 
spiritual  longings.  Yet  as  a  matter  of  fact  this  spontaneity 
of  expression  did  not  occur  as  often  as  one  might  think. 
The  peculiar  romantic  mentality  checked  it.  The  unpre- 
meditation  was  not  always  what  it  seemed  to  be.  Then- 
was  an  awareness  in  the  minds  of  the  German  romanticists, 
which  stood  between  their  heart  and  their  soul.j  Words- 
worth's Reaper  could,  while  cutting  and  binding  the 
grain,  sing  her  warbling  notes  across  the  field;  she  knew 
not  what  she  did.  But  our  romantic  writers  knew — knew 
too  well — that  they  were  singing.  Their  inner  life  had 
assumed  such  large  proportions;  they  had  dwelt  so  much 
upon  it,  had  turned  it  over  and  had  weighed  it  so  many 
times  in  their  mind,  that  it  was  ever  present  to  them,  and, 
compared  with  the  empirical  world,  preeminent.  Nothing 
external  could  be  compared  with  it,  there  was  nothing,  either 
in  the  busy  world,  or  in  the  great  realm  of  nature,  or  even 
the  words  of  language  or  sounds  of  music,  wholly  fit  to 
be  used  for  its  outer  garb.  Their  feelings,  and  the  physical 
forms  in  which  these  feelings  could,  by  any  possibility,  be 
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:  hemaelvetf  upon  them  a*  two  different 

...M.I  u!i.-.,u.il  things:  the  one  felt,  the  oth«  r  ::»?.  ll.vtually 
conceived;  the  one  inside,  the  oih.-r 


two  things  and  remained  t\\o  things  to  the  romantic  mind, 
even  after  they  were  organieally  unit.. I  m  the  »,,rk  of 
art,— ever  the  spirit  lingered  on.  It  is  this  constant 
•  piieting  comparison  of  inner  \\ith  outer  \*«.rM  that  gave 
I'irth  to  symbolism.  The  ifoi  of  iyp1^nn^ni  msy  be  called 
the  final  psychological  analysis  of  the  mental 

and    IM..IIV.-S   at    \\ork    in    the    pn-du.-;  ion    ,,f 

is  most  ctiarV 

romantic  mind  could  otherwise  not  big  rynn<»ii«»d     Sym- 

r  the  in 
and  the  <  rid  were  to  the  romantie  .  \e  two  antago- 

roes;  and   it  expresses   1.  r   th.-s.- 

v. ..rl.U  \\-i-re  linally  drought  together  in  the  romantic  sym- 

n holism    esprngsfn    |M|im«tinn|    y*t    *lyi 
\vo  things  yet  also  one  thing;  dual  also_J 

:ng  mysterious  in  the  sound  of  the  word 
boL  "    I'  openi  to  u  \  inoni  of  th.-  remote  past  v 

for  his  unNorn  th.-u 
forms  as  an   alphabe- 
n    with    his    fellow-iin-n  gods. 

it.  AS  far  as  we  can  in  1  him.  1 

in   \\hieh   the  s-  ..-r.-   th«»  waking 

serving    as    landmarks     in     his    life's    voy 
Through   them,   h  -ed  to  himself  t  i>ressible 

ht-wavi^  soul.     We  have  awakened  now  from 

dream,  and  have  become  conscious  of  ourselves  and 
our  environment  :  y.-t  wo  still  make  use  of  symbols,  partly 

the   old.  old 

••  is  still  so  much  in  our  life  that  is  inexpressible. 
The  world  of  signs  and  symbols  lies  about  us  everywl 
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man  could  not  do  his  thinking  without  them.  Generally, 
when  we  speak  of  a  symbol,  we  have  in  mind  sometime 
that  has  a  meaning.  If  that  thing  be  an  eagle  on  an  Ameri- 
can dollar,  we  interpret  it  to  mean  sovereignty ;  if  a  cross 
on  a  church  spire,  that  it  means  Christianity;  if  stars  ami 
stripes  on  the  banner  of  the  nation,  that  it  means  the 
American  union;  if  a  literary  product  like  Khubla 
Khan,  that  it  means — well,  often  we  don't  know  what  it 
means,  nevertheless  it  remains — perhaps  still  more  for  that 
reason — a  symbol.  Coleridge's  Ancient  Mariner,  Maeter- 
linck's The  Blind,  Hauptmann's  Sunken  Bell  are  some 
other  literary  examples.  Everywhere  a  meaning,  somet  i  1 1  \ <  -s 
hidden,  sometimes  evident,  invites  mi  tion.  hi 

Coleridge's  Ancient  Manner  it  is  a  burdened  conscience 
seeking  relief;  in  Maeterlinck's  The  Blind  it  is  mankind 
groping  in  the  dark  in  search  for  light;  in  Ilauptmann's 
Sunken  BeU,  it  is  the  conflict  between  the  poet's  visions 
and  his  duties  to  the  world.  Everywhere  there  is  a  mean- 
ing, and  it  is  this  meaning  that  makes  the  thing  symbolic : 
there  are  two  things  joined  in  <>m-  tiling,  th'-n-  is  duality 
brought  into  one: 

This  is  one  kind  of  symbolism — the  one  best  known  to 
us.  There  is  yet  another  symbolism ;  strictly  speaking  not 
different  in  kind,  but  which  nevertheless  makes  us  see  sym- 
bolism from  a  different  point  of  view.  It  is  more  compre- 
hensive, forming  the  larger  circle,  in  which  the  symbolism 
we  know  forms  the  smaller  circle.  With  this  larger  sym- 
bolism we  have  here  to  do.  It  is  the  symbolism  of  the 
Romantic  School.  It  received  its  birth  through  the  meta- 
physical conception  that  when  spirit  is  brought  in  contact 
with  matter,  and  the  oge  is  transfused  into  the  other,  they 
do  not  entirely  merge, —  i  r  lingering  on.  The 

following  illustration  may  make  it  clear 

It  has  been  the  custom  for  many  years  to  send  representa- 
tives to  foreign  countries,— envoys,  ministers,  ambassadors, 
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who  by  the  comity  of  nations  are  accorded  the 

i     They  are  received  and  treated  aa  though  they 

representing  in  th« -ir  penon  the  head  of  their  eountry, 
or,  still  more,  their  eountry  itaelf.    Yet  it  is  evident  that 

representation  can  never  he  absolute,  never  he  eom- 
pletc,  never  be  mathematically  adequate.  It  is  agreed  of 
course  by  the  intellectual  consent  of  all  concerned,  that  th«- 
representation  shall  be  complete,  shall  be  in  every  respect 
sufficient  and  adequate,  but  this  is  only  so  by  virtue  of  this 
consent,  not  otherwise.  For,  whether  a  consul  be  seir 
an  envoy,  or  a  minister  plenipotentiary,  or  an  ambassador, 
this  representation  can  never  take  fully  the  place  of  the 
•king  himself:  the  king  always  representing  to  our  mind 
more  than  any  individual  he  may  choose  to  send.  Ai 
the  king  himself  should  come  in  pertona  to  represent  his 
eountry,  his  representation  would  still  fall  short  of  eom- 

adequacy,  for  the  country  is  much  more  than  the  king. 

even  if  the  whole  body  of  the  nation's  inhabitants 
•me  to  represent  the  country,  the  representation 

1  not  be  adequate,  for  the  country  with  its  history,  its 

I><><  try.  its  commerce,  its  industry,  its  lif« 
t  ivili/utioii.  its  destiny  is  infinitely  larger,  infinitely  fuller 
of  meaning  than  the  people  that  live  in  it.     Rome  and 
Greece  still   live   in  history,  whil<>   th.-ir  people's  bones 
passed  into  earth  many  centuries  ago. 

Tli is   idea  applied  to  artistic  prodp«ttop  g™«  na  the 
romantii-   symbol Poetic  worto,  whatever  their  name, 

s  dramas,  tales,  romances,  were  to  the  romantic  mind 

the  externaUaGon  of  an  unseer 

y  Wefe  symbols;  because  in  the  poem's  technical  rtnic- 
the  phrase,  the  sentence, 

and  metor-tli,'  j  ritual  message  was  DOt  full. 

pressed    DoiBg  the  process  of  transmuting  mind  fluff 
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into  matter  a  residue  remained;  and — the  spirit  <>l  romanti- 
ciam  especially  demanded  that  such  a  residue  should  remain. 
The  spirit  *  \<  r  lingered  on. 

II 

'I' his  romantic  symbolism,  if  we  may  call  it  so,  ha<l  its 
O\\M  history.  It  did  not  go  very  far  back.  To  be  sure, 
there  had  always  been  symbolism,  for  it  is  impcrishably 
rooted  in  human  nature.  All  races  produced  it  ;  and  we 
find  it  among  the  Greeks,  in  the  Middle  Ages,  and  in  our 
own  day.  It  was  not  always  the  same,  however,  but  varied 
slightly,  conditioned  by  the  spiritual  forces  of  each  age. 
So  likewise  German  romantic  symbolism  had  its  main  sup- 
port in  the  soil  of  its  own  time,  f 

It  came  into  prominence  towards  the  middle  of  tin- 
eighteenth  century  as  an  immediate  correlate  to  a  m-w  idea 
of  incalculable  importance  in  the  history  of  human  thought. 
It  was  the  idea  of  organic  unity';  the  idea  that  then-  is  an 
indwelling  spiritual  life  in  the  whole  univer  :itral 

spiritual    force    in    the    whole    and    in    every    part,    which 
reveals  itself  in  the  individuality  of  every  living  bein^;  tin- 
idea  that  each  individual  flower  through  its  stalk. 
• 

character;  that  the  particular  rose  this  moment  tin-  object 
of  mir  admiration  —  reveals  its  own  distinctive  life  and 
being;  that  the  individual  poem  reveals  tin-  1  -pint 

of  the  poet;  the  poetry  of  a  period,  the  spirit  of  that  period  : 
that  of  a  whole  nation,  the  spirit  of  that  nation.  This 
new  idea  was  given  to  the  second  half  of  the  eighteenth 
century  as  a  special  gift.  It  was,  at  first,  va^m-lv 
by  this  or  that  mind  on  European  soil,  finding  its  consum- 
mation in  Herder,  who  may  truly  be  called  one  of  its 
fathers.  By  him  it  was  transmitted  to  Goethe,  Schiller, 
and  the  romanticists.  This  idea  of  organic  unity  gives  a 
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distinctive  coloring  to  tin-  individual  km  ..f  the 
century,  as  compared  with  il  MualiMn 

period*.  There  had  been  indeed  always  the  recognition  of 
the  life  of  the  spmt.  l.ut  this  spirit  had  lived  heretofore, 
more  or  lew,  aa  a  stranger  to  the  body,— ouUide  rather 
than  inside.  Man  had  conceived  nature  to  be  a  great 
machine,  operated  by  a  God  who  had  hi*  abode  ouUide  in 
tome  unknown  place;  and  man 'a  aoul  waa  thought  to  be 
imprisoned  in  a  small  gland  of  the  brain,  from  which 
point  it  directed  the  mat  ig  of  the  body y  And  so 

likewise  poetry  was  thought  to  be_the_product  of  certain 

of  models.     It  is  tne~dualistic   philosophy  of   DeacartcM. 
which,  by  the  introduction  of  the  idea  of  organic  u 
waa  finally  shattered.    With  this  new  intellectual  acqubi- 

»m  now  on  instinct  with 

It  waa  a  beautiful  and  great  idea,  which  waa  welcomed 
by  every  thinker  of  the  age  with  eagerness;  but  it  also 
harbored  in  it.s.-lf  the  seed  of  discord.  Art  waa  now  de- 
clared organic  to  be  sure,  the  expression  of  the  poeta;  inner 


luit   in   what   manner   <li<i   this  new 

was  the  artist  to  apply  the  new  ideal 

It  is  easy  to  talk  about  the  organic  growth  of  a  flower. 

God's  work,  and  God  is  the  master  artist    But 

how  can  man  do  it!    Thia  waa  the  great  esthetic  question 

of  the  il 

:vi,t  art-schools  issued  from  it:  the  Stonncn 
and  Stressers,  Goethe  and  Schiller,  and  the  Romanticists. 
The  Stormers  and  Streaaen  said  «»ry  man  express 

.nhindered,  and  it  will  come  out  in  a  form  organ- 
ted  to  it,  as  the  roots,  stalk,  leaf,  blossoms  of  a 
flower  grow  out  of  its  own  life.    Just  write  out  your  feel- 
ings and  leave  the  rest  to  nature.    This  was  the  joyous 
enthusiasm  of  poetic  genius  entrusting  itself  blindfolded 
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to  the  lead  of  unseen  powers.  Goethe  ami  Schiller,  who 
1  been  there,"  as  the  saying  goes,  began  to  shake  llu-ir 
heads  at  this  doctrine.  This  will  not  make  art,  they 
we  must  have  our  eyes  open,  we  must  use  our  intellect. 
we  must jrtudy  mother  nature  and  her  laws,  and  in  so  doing 
we  shall  listablish  an  organic  harmony  between  the  spiritual 
world  and  the  natural  world.  The  romanticists  were  also 
opposed  to  the  Stormers  and  Stressers,  they  insisted  also 
upon  having  their  eyes  open;  nevertheless  Goethe's  way, 
however  much  they  felt  linked  to  him,  was  not,  in  the  end, 
their  way.  We  feel  so  deeply  the  greatness  and  tin- 
intensity  <'f  <>ur  inner  lilV  fV<l  by  divine  springs,  they  said: 
how  ran  mem  wnrdg  evpi*  ATprfiffl  i*,  ^OW  can  the  finite 
ever  fully  exprew^th.  infinite? 

Goethe  has  often  been  spoken  of  as  ein  dichtender 
Denker,  an  epigrammatic  expression,  which  empli 
Intellect  as  the  dominant  element  in  his  nature.  I  should 
like  to  call  the  romanticists  dichtende  Gefiihlsmenschen,  a 
characterization  by  which  the  emphasis  is  thrown  upon 
Feeling  as  the  dominant  element  in  their  nature.  But  the 
Stormers  and  Stressers  were  only  Gef  0Jtal:  men  of 

impulse  caring  nought  for  art.1 

The  romanticists  were  Dichter*  As  such  they  considered 
it  their  mission  to  form,  to  execute,  to  find  the  golden 
words  and  phrases,  and  fit  the  poetic  message  organically 
to  them  as  nature  fitted  her  message  organically  to  tin- 
loveliness  of  the  rose.  The  romanticists  were  also  Gefiihlx- 

'I  can  here  consider  the  Stormers  and  Stressers  only  as  they  have 
come  down  to  us  in  their  earlier  " revolutionary "  works;  that  some 
of  them  went  later  on  into  other  paths,  and  that  there  were  among 
them  "thinkers11  and  "poet -artists"  we  also  know. 

The  terms  here  used  cannot  be  easily  translated.  "Dichtende 
Danker'1  may  be  translated  by  "poet-thinker;"  "dichtende  Gefuhls- 
menichen"  by  "poet-emotionalists."  The  word  "Dichter,"  with  an 
eye  to  the  distinctions  here  made,  has  the  meaning  of  "poet-artist," 
so  also  the  corresponding  adjective  "dichtend." 
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could  i,..t  aee  to  the  end  ot 


AM  h  y  were  seeking  for  an  art  which 

went   beyond   the   limitation   net   by   its  own   Uw». 

i  Schlegel  expresses  «hcd 

when  tiled  at  every  point,  and  n  it*  t> 

ig  without  In  We  can  nee  that  the  ruiuantickto 

were  seek  i  tig 

was  thr 

•peak  for  themselves  in  order  fully  to  appreciate 

NoVilhs: 

I  am  convince  1  t!  «>et  can  eome  to  a  true  knowl 

edge  of  things  much  better  thi 
isoning  and  a  calm  moral 

ghost. s.   that   antipodal  realm  of  the  true  heaven.^ 

1  rh  the  importance  of 

cult  i  vat  inu   with   care  and  diligence  your   intellect,    th«- 
faculty  by  which  we  know  how  things  happen  and  are 
correlated  to  one  another.    N 
a  poet  as  a  righj^coinjgrfihfflMiittL  °^  U*e  nature  of  « 
business,  an  acquaintance  with  means  by  whirh 
accomplished,  and  quickness  of  understanding  to 
the  most  suitable  course  of  action,  time  and  place  call 
"' 

l  he  young  poet  cannot  be  cool  and  deliberate  enough. 

A  genuinely  porti.-.  im^  !.»  calls  for  calmness  and 

ooiiftftntranAn.     wnWrTBffpesTS  rage  in  ^fce  pogtr«  t>oaomt 

ng  and  confusing  his  attei  .iningless 

twaddle  is  the  result 

"The  nature  of  pofltTY  «^|"'"*  thai  it  be 

^  -n  ***     |a  nkasntn  it  aaassi  in  In  iNKf4r 


' works  ( 
•Novmlis'  works  ( 
•Noralii'  works 


)  V  211. 

edition)  \  u: 

edition)  YoL  II,  p.  148. 
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of  images  and  sentiments.     This  is  altogether  the  wrong 
way  of  doing  things." 

'  Technique,  not  subject    matt.  aim."' 

Are  these  not  surprising  words,  especially  if  we  bear  in 
mind  that  they  come  fnmi  N«>valis.  tin1  mystic.  the  s«-arehrr 
after  the  Blue  Flower?  \\Y  fWl  thai  tli.-y  mi.Lrht  as  well 
been  said  by  any  of  the  good,  old,  substantial,  time- 
honored  rationalists,  or  by  any  good,  sound  critic.  How- 
ever deficient  the  romanticists  may  have  been,  as  we  shall 
see  more  clearly  hereafter,  in  comprehending  the  actual 
needs  of  society,  as  far  as  the  technique  of  art  is  concern,  d, 
we  should  err  were  we  to  say  that  study  and  observation 
were  foreign  to  their  nature. 

What  Novalis  said  in  these  words  we  find  substantiated 
in  the  works  of  all  his  colleagues. 

Friedrich  Schlegel: 

"When  the  artist  is  under  the  sway  of  imagination  and 
enthusiasm,  he  is  not  in  the  proper  condition  to  communi- 
cate what  he  has  to  say.  He  will,  in  that  case,  be  tempt. -d 
to  say  everything.  .  .  .  One  who  yields  to  such  a  tempta- 
tion fails  to  recognize  the  value  and  merit  of  self -restrain/. 
which,  as  we  know,  is  the  first  and  last,  the  most  necessary, 
and  the  highest,  that  every  artist  and  every  man  ought  to 
cultivate.  It  is  the  most  necessary:  for  when  man  fails  t<» 
practise  mastery  over  himself,  the  world  will  master  him, 
making  him  a  slave."' 

These  are  truly  important  words,  coming  as  they  do 
from  a  full-fledged  romanticist;  for  self-restraint  is,  as  we 
have  seen,  one  of  the  chief  aims  of  the  classic  writer. 
Significant,  too,  is  a  scene  in  the  poets'  garden  of  Tieck's 
'Novalis'  works  (Meissner  edition)  Vol.  IT,  p.  149. 
•Novalis'  works  (Meissner  edition)  Vol.  II,  p.   1*7 
•Minor,  Friedrich  Schlegel's  JugendMhriften,  Vol.  II,  pp.   187ff. 
(Lyceum  Fragment  37).    Cf.  also  Minor,  Vol.  II,  pp.  229ff. 
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:i  uhi.-h  Shakespeare  appear*.    The  latter  corns 
on  the  stage,  and  m-purrs  what  the  world  thinks  of  him, 

eeives  the  following  answer: 

"V.  y  think  you  are  I'm.  unruly  splr  ?  who 

ndera  himself  to  th<    fury  of  his  genius,  poetizing  to 
Cart's  content,  bad,  good,  great  and  common,  every- 
'  in  |  •  11-mell  fav 
Therenpon  Shakespeare  answers: 

my  regards  to  \  -nds,  and  tell  them  they 

Trll  them  that  the  muse  I  love  and  worship 
is  Ar 

Shakespeare  was  classed  by  many  contemporaries  of  the 
romanticist*  among  the  Stonners  and  Stressers.    Th 
inanticists  themselves,  however.  <  luim>  <1  him  as  one  of  their 

and 
on  the  specific  ground  that  they  found  in  his 

-•       "  Ar 

^ntalion  is  art's  spfflfaj  i**™**™*  "  •«y«  Friedrich 

take  in 

This  is  one  side  of  the  problem,  and  here  is  the  other 

It  was  a  difficult  task  for  the  romanticists  to  select 

the  material  necessary  for  perfect  artistic  representation. 

otional  nature  surged  too  intensely  within  tfiem. 

f  tin-  intellect,  despite  anything  they  may 

have  said  to  the  contrary,  was  not  after  all  mifficiently 

red  by  them  to  serve  as  supreme  gui-l--        Intellect 

is  but  a  dream  of  f .  -  ^ays  Novalin.  "a  feeling  that 

has  died,  a   pale.   dim.   foeble  life/"     "Poetry 

that  the  intellect  strikes. ' ' '    A 

uJ  that  "there  is  an  impassable  gulf  that  can  never 

ridged  between  th»-  heart  that  feels  and  the  mind  that 

•Minor,  Vol.  IT,  p.  S55  (line  19). 
•Novmlb  (Mebncr  2flt. 

•Novalii  (MeUner)  Vol.  Ill,  p   «1 
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The  former  seemed  to  him  a  sacred  receptacle 
"with  locked  doors,  which  reason  could  never  unlock." 

But  the  greatest  difficulty  which  they  experienced  as 
artists  came  not  so  much  from  their  personal  as  from  their 

*nt\  trftnanpnde.ntal  *****       Their   inner  life  seemed 

to  them  to  be  under  the  command  of  a  divine  power  which 

they    frit    t"  r   present.      "There    is   a   mystcri-ms 

longing  :  Mil.  radiating  fr<>ni  a   divine 

Novalis.'  "I  find  that  my  body  receives  life  and  guidance 

through  its  own  powers  and  also  through  the  great  AY<>rld- 

Soul." 

Friedrich  Schlegel: 

"Although  what  is  commonly  called  religion  is  to  me  one 
of  the  strangest  and  grandest  of  phenomena,  religion,  in 
the  strictest  sense  of  the  word,  comes  to  my  mind  only  when 
I  see  a  man  think,  poetize,  and  live  in  a  manner  divine; 
when  he  is  filled  with  the  sense  of  God;  when  devotion  and 
<  nthusiasm  fill  his  whole  being;  when  he  has  ceased  d«>in'_r 
for  duty's  sake  and  does  for  love's  sake  .  .  .  because  God 
wishes  him  to  do  so;  namely, — God  in  us." 

K   not    dnd's   living  presence  in  man  poetry's  tmr 
.  and  tli-  dies  it?" 

This  mystic  attachment  <>f  tho  poet  and  his  God  made 
an  organic  union  ln-t \\vrn  what  h«-  /«/</  to  say  and 
in  which  he  coufoTgay  it  almost  a n  impossibility.  "  Tl i •• 
senafti-Qf  poetry  resembles  much  that  of  mysticism,"  de- 
clares Novalis;  "it  is  the  sense  of  the  peculiar  personal, 
unknown,  mysterious,  the  «AH«P  qf  ypYftlfl*^";  and  of  that 
wliirh  must  1  represents  what  can  never  be  fully 

1  Wackenrodcr 's  rhantasiccn,  in  Minor's  Tieck  und  Wackenroder, 
p.  70. 

•Novalis  (MeiMnar)  Vol.  IT,  p.  270. 
'Novalis  (Meissncr)  Vol.  II,  p.  115. 
'Minor,  Vol.  H,  p.  324  (line  2).  "Minor,  Vol.  II,  p.  361  (line  8). 
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it  sees  what  th--  ordinary  eye  can  never  tee; 

it  feoU  what  can  never  be  felt 

us  despite  the  best  intentions  to  combine  rationally 

with  the  inner  world,  the  demands  of  Int 

the  demands  of  Feeling,  an  irreconcilability  remained; 

sometimes  our  romanticists  would  fain  have  yielded 

tn  the  mysterious  power  working  within  them  rather  than 

to  make  a  vain  attempt  to  express  the  inexpressible.    Our 

hemselves  possessed  of  two  distinct  personal*- 

'ties,  one  facing  the  natural  world  with  its  sensuous  quali- 

ite  definable  limitations,  its  laws  of  time  and  place; 

r.  facing  Oodward  with  its  circles  of  infinitude, 

its  celestial  values,  its  fe<  <*,  its  emotional  ecstasies, 

1  reams  and  visions. 

1  yet  a  final  reo«  ,n  of  these  two  irreconcilable 

rs  was  found.    Romantic  art  is  the  documentation  of  it. 
A  way  opened  itself,  which  united  two  terms,  antagonistic 
6  aimtluT.  into  a    higher  synthesis.     A  romantic  style 
-ally  and  organically  developed  out  of  the  peculiar 
Lity,   which   satisfied  the  romanticists  as 
Ikbmtiucken,  as  artists  and  spiritualists, 
h  gave  a  r  message,  and,  at  the 

same  time.  1*  ft  room  for  the  Infinite     This  reconciliation 
was  found   in  symbolism,  for  symbolism  is,  as  we  have 
.  discord  dissolv*  harmony,  separation  brought 

fy  made  into  oneness.    "Beauty  is  a  aym- 
;..n  of  tho  iiifinit.>."  declares  Angoat  Wil- 
'For.    in   expressing   it   in   this  way,  we 
y  with  clearness  how  the  infinite  ever  got  into  finite 
>  not,  as  some  mipht  suppose,  a  philo- 
sophic fiction,  it  is  not  on  the  other  side  of  this  world:  it 
->\  we  cannot  escape  it;  we  live,  breathe,  and 
i  the  infinite          .  The  finite  rules  on  the 
ce  of  our  nature,  the  infinite  is  its  foundation." 
•Norm!!*'  (MflbsMT)  Vol.  TTT,  pp. 
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>w  in  what  manner,"  continues  Schlegcl,  "can  the 
infinite  rise  to  the  surface  and  assume  sensuous  form? 
Only  symbolically,  by  signs  and  images.  .  .  .  It  is  plain 
that  in  this  way  the  whole  world  becomes  alive  to  us.  To 
•  •an  it  in  the  largest  sense,  for  poetry  lies  at 
the  bottom  of  all  art)  to  poetize  is  in  every  case  nothing 
more  than  to  symbolize:  we  seek  either  an  outer  garment 
for  something  that  is  spiritual,  or  we  assign  to  the  visible 
form  an  invisible  life." 

How  much  akin  these  words  are  to  those  of  Novalis  above 
quoted:'  "By  giving  the  finite  the  appearance  of  the  in- 
finite, I  romanti<  To  "romanticize/1  to  " poetize, "  to 
"symbolize,"  were  to  our  writers  interchangeable  won  Is. 
No  words  could  be  found  which  more  admirably  set  forth 
the  romantic  position,  which  more  clearly  showed  the  way 
whereby  all  obstacles  were  removed,  the  dilemma  overcome, 
the  mystery,  splitting  mind  and  matter  apart,  forever 
solved. 

To  this  passage  from  August  Wilhelm  Sehlegel,  we  must 
add  yet  another  one  from  his  brother  Friedrich : — 

"The  function  of  the  highest  art  consists  in  bringing 
it  into  union  with  the  divine.  .  .  .  Should  it  be  true  that 
such  a  claim  is  futile,  that  such  an  end  can  never  be 
accomplished,  as  the  sophists  try  to  make  us  believe,  it 
were  better  to  abandon  all  vain  and  fruitless  attempts  (to 
write  poetry).  But  it  can  be  accomplished,  for  it  has  been 
accomplished  already  many  times, — through  methyl 
which  the  semblance  of  the  finite  is  linked  to  the  truth  of 
the  infinite,  and  is  dissolved  into  it:  through  allegory, 
through  symbols,  whereby  appearance  gives  plaoo  to  mean- 
ing, the  only  reality  in  this  world."'  "In  other  woHs: 
nil  iKTinty  is  allo^.ry.  The  highest  beauty  for  the  very 

"•August  Wilhelm  Schfogel'a  Berlin  Lecture*,  Vol.  I,  pp.  OOff. 
•Cf.  "The  Romantic  Mission/'  T 
•Minor,  Vol.  TT.  p.  427 
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reason  that  it  ii  inexpressible  can  be  set  forth  only  all*- 
gorically."1 

\Varken  n»<ler : 

'  I  know  two  mysterious  language*  which  enable  man, 

t>y  the  grace  of  God,  to  comprehend  the  full  meaning  of 

'i  divine  in  so  far  aa  mortal  beings  can  in  the  nature 

>e  case  do  so.  ...  One  of  these  languages  only  God 

speaks;  the  nly  a  few  chosen  ones  among  men, 

those  whom  he  has  anointed  his  special  favorites.    I  mean: 

ire  and 


III 


<-k  one  evening  went  to  the  theatre  to  see  Macbtth. 
Shakespeare  was  one  of  his  favorite  poets,  and  this  drama 
was  well  known  to  him.  On  this  particular  evening,  he 
had  a  strange  experience.  A  celebrated  composer  had 

••n,  for  this  special  occasion,  a  new  symphony,  v 
made  a  profound  impression  on  him.  Next  to  poetry, 
music  was  that  on.  ..f  th.  tin.  arts  most  beloved  by  the 
romanticists.  To  Wackenroder  it  was  even  more  than 
.its  elusiveness  and  suggestiveness  being  best  suited 
theromanti.  •  !"nd.-r  nee  they  were  led 

••ly  out  of  the  mom  lir  f  their  indi 

..1  soul  life  into  th.it  larger  one  of  the  Overeoul.    Their 
d  moods,  beyond  tho  power  of  words  fully  to  <  A  press, 
became  vocalized  and  acquired  in  the  loving  embrace  of 
•'s  melody  a  m-w  .harm.     Tieck  had  even  attempted 
to  blend  poetry  with  music  in  some  of  hi*  lyric*.     On  this 
ninir  in  the  th.-atre.  :i«*  the  t-n.-s  ,,f  the  arm- 

'Minor,  Vol.  IT,  p.  864. 
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phony  played  upon  his  ears,  he  fell  into  a  dream  state,  in 
which  the  dramatic  motif  of  Shakespeare's  play,  through 
the  power  of  his  imagination,  took  flesh  and  blood  in  a 
pageantry  of  poetic  images.  "I  saw  in  this  music, "  so 
Tieck  tells  us,  "A  dismal  heath,  enveloped  in  fog,  with  the 
witches  and  tin -ir  magic  circles  in  the  dim  twilight.  Heavy 
masses  of  clouds  were  hanging  low  upon  tin  ground. 
Defiant  voices  pierced  the  loneliness,  ami  the  air  was 
tremulous  with  the  portentous  presence  of  a  spirit  world. 
Flouts  and  jeers  of  a  mocking  world  resounded  in  the 
distance.  Shapes  assumed  a  more  definite  outline,  grue- 
some figures  strode  ominously  over  the  heath,  tho  I'.  >-_r 
separated.  Now  I  saw  a  terrible  monster  lying  in  a  dark 
cave  and  bound  in  strong  chains,  who  was  struggling  with 
all  his  power  to  free  himself,  but  in  vain.  A  crowd  of 
ghosts  and  masks  began  now  to  collect,  aud  started  a  dance 
around  the  monster.  Will  he  break  his  chains,  ami  make 
himself  free?  A  voice  of  extreme  amj-nish.  e.miing  frmn 
afar,  made  me  fear  that,  percham-e.  it  might  be.  P>nt  the 
tumult  grew  louder  and  more  terrible,  the  monster  broke 
loose  with  a  fierce  cry  of  •  'I  rushed  with  leaps  up«m 

tho  dancing  eirele.     Cries  of  despair  ami  cheers  of  victory 
rent  the  air:  the  battle  was  declared  won.     Satan  ha<! 
triumphant.     Confusion   and   terror   reigned   on    all   sides. 
anity  fled,  surging  in  great  i  'lither  and  thither. 

A  triumphant  prran.  sung  l>y  the  spirits  of  hell,  concluded 
the  work  of  art." 

This  was  the  physiognomy  of   Tick's   mood   awakened 
by  the  tones  of  mnsie.     After  he  had  heard  tl  'hony. 

he  had  no  more  interest  in  the  play.  The  music  had  told 
him  all  the  play  eontained  and  all  he  ran-d  to  know  of  it. 
The  mood,  it  will  be  observed,  is  br<m«_rl'<  U)  a  fasQt  in  a 
distinet  meaning.  There  is  indeed.  .  indefinable 

atmosphere  about  it,  of  a  kind  not  unlike  that  which  per- 
vades,  in  more  poetic  garb,  Coleridge's  Ancient  Va 
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the  meaning  is  sufficiently  clear.    Tieck,  at  the  tad. 
tells  us  what  the  meaning  was:   "The  boldest  represepta 
of  a  U*  :o,  attacked  and  eon- 

d  by  e\  h's  life  of  course,  it  Mill 

be  observed.    M»  he  symbolism  of  the  school  does 

however,  centre  in  d.  ueanings,  being  of  a  kind 

more  lyrical,   in   \\1:  il  life  weaves  itself 

organicall;  he  poet's  fabric,  staying  behind 

as  an  indefinable  poetic  superaddition  like  the 
it  a  fiower. 

vertheless,  as  our  writers  became  more  interested  in 
the  value  and  significance  of  symbolic  art,  the  atmospheric 
vagueness  of  their  moods  became  more  crystallised,  aasum- 
ing  more  and  more  the  weight  of  a  definite  meaning.  Here 
is  a  landscape  by  Tieck,  which  will  show  what  1  have  in 
mind : — 

it  is  night.    Mountains  and  valleys  are  dimly  discern i- 

:i   the  distance.     Dark  masses  of  clouds  hang  low 

from  the  heavens.     In  the  foreground  we  see  a  pilgrim. 

Densest  darkness  surrounds  him,  only  his  immediate 

person  is  lighted  up  by  the  rays  of  a  furtive  moon.    Be- 

1,  we  see  the  faint  outlines  of  a  path.    Above,  on  the 

hill  at  some  distance  away,  stands  a  crucifix,  visible  through 

the  parting  clouds.     A  flood  of  moonlight  plays  on  this 

symbol."1 

11. -re  we  have  again  a  mood  which,  with  some  slight 

changes  in  the  words  of  the  text,  might  be  kept  very  vague 

and  dimly  suggestive.    It,  nevertheless,  focuses  in  a  distinct 

meam  Do  you  see,"  says  the  artist,  chosen  to  explain 

th<*  landscape's  meaning,  "in  this  pain  tint:  I  purposed  to 

•  •'s  limitations,  and  the  hopes  we  have  in  a 

:  notice  the  symbolism  hinted  at,  directing  our 

attention  from  the  dark  valley  up  to  the  moonlit  hill.    Are 

we  anything  more  than  wanderers  like  this  pilgrim  I     Is 

1   'Cf.    Tieck  '•  Stcmbald  (1798),  Meoad  part,  p.  199. 
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there  anything  that  can  give  us  light  along  tin-  path  we 
have  to  walk  here  on  earth  except  that  light  up  there? 
From  the  cross  it  sends  its  bright  rays  <l«\\n  upon  tin- 
earth,  giving  us  life  and  strength.'*  "This  picture  might 
be  called  symbolic/'  replied  one  of  the  characters  in  tin- 
story.  "All  art  is  symbolic,"  comes  the  answer,  "just  as 
you  wish  to  take  it.  What  can  man  represent  singly  ami 
existing  by  itself,  isolated  and  forever  detached  from  Un- 
rest of  the  world!  This  is  not  art's  purpose.  .  .  .  The 
word  symbolism  means  nothing  else  but  true  poetry,  which 
seeks  ideal  beauty,  and  can  find  it  only  in  this  way. ' ' ' 

It  must  have  become  plain  that  Romanticism  and  Sym- 
bolism are  terms  very  closely  allied.  The  romanticists, 
having  their  faces  turned  upon  their  inner  life,  could  not 
accept  the  outer  life  on  an  equal  basis.  However  much 

'In  quoting  the  above  passage,  I  have  taken  the  liberty  of  translat- 
ing the  German  words  '  *  Allegorie ' '  and  ' '  allegorisch  "  with  "  sym- 
bol" and  "symbolic."  I  have  done  this  for  simplicity's  sake,  and 
also  for  the  justifiable  reason  that  these  two  terms  are  frequently 
used  interchangeably  by  our  writers.  Strictly  speaking,  however, 
there  is  an  important  difference  between  the  two,  because  symbolism 
has  an  emotional,  allegory  an  intellectual  basis.  On  principle  our 
-s  were  opposed  to  allegory  as  they  were  to  all  abstraction.  In 
the  expression  of  individual  moods  they  kept  generally  within  the 
sphere  of  pure  symbolism,  but  in  expressing  universal  truths  (a  priori 
truths)  they  drifted,  despite  their  own  theory  and  direct  opposition, 
into  allegory.  The  above  picture  is  a  proof  of  it.  We  have  to 
deal  here  not  primarily  with  emotional  life,  but  with  abstract  ideas, 
which  hide  behind  the  picture,  calling  upon  us  to  seek  them  as  we 
seek  the  solution  of  a  riddle.  Whenever  this  takes  place,  we  are  in 
the  sphere  of  allegory. 

I  have  written  on  the  subject  of  symbolism  in  the  Romantic  School 
a  doctor  dissertation,  which  lies,  as  yet  unpublished,  buried  in  the 
bottomless  pit  of  the  Harvard  University  Library.  In  this  disserta- 
tion detailed  information  concerning  allegory  and  symbolism  may 
be  found.  I  have  also  sought  to  differentiate  these  two  terms  in  Daa 
cMtetitclui  Symbol,  Zeitschrift  fur  Philosophic  und  philosophische 
Kritik,  VoL  CXXX,  p.  47ff. 

52 


MAM  l-  1-M  AND  SYMBOLISM 

;  and  tht  •.  unpuaed  upon 

u>  make  friend*  with  tho  world,  their  inner  Ufo 

remained  Ueless,  the  pJiu,  and  tho  out  i  the 

fmnia.    Symbolism,  however,  was  the  romantic  reconcilim- 

of  this  plus  and  thii  minus.     AM  time  programed, 

•jlism  assumed  the  importance  of  a  Weltantchauuny, 

li  looked  ui'..n  tin-  \\: 

of  an  indwelling  spirit  calling  for  interpretation.    The 

1  became  a  world  of  spirit  meanings.  In  nature,  God's 
great  work  of  art,  they  saw  a  world  of  beauty  in  which 
meanings  were  conveyed;  an  own  art  became  the 

»f  conveying  meanings.  Romanticism  as  a  literary 
movement  is  not,  to  be  sure,  entirely  defined  by  the  word 
symbolism;  such  a  definition  must  be  sought,  rather,  in 
the  ** mission"  of  romanticism.  Symbolism  does  define, 
however,  the  means  by  which  this  mission  was  expressed; 
in  a  word,  symbolism  defines  the  romantic  style.  Symbolism 
meant  to  put  soul  into  sense.  It  meant  to  inebriate  the 

s  of  art  with  poetic  nectar.  It  meant  so  to  infuse  the 
poet's  message  into  the  golden  words  that  it  would  shine 

igh  their  surface  as  through  a  glass  visibly  yet  invisi- 
It  meant  to  keep  before  the  reader  the  presence  of 

message  as  a  precious  portion  of  the  whole.  It  meant 
to  speak  by  indirectness,  by  hints,  by  suggestions,  through 
atmospheric  devices,  through  musical  coloratura,  through 

••as  ion  is  tic  touches.    And  since  much  of  that  massage 

dealt  with  matters  of  religion,  to  symbolise  meant  to  let 

a  sense  of  strangeness,  solemnity,  mystery  and  wonder 

through  the  style.    Symbolism  meant  to  convey,  in 

artistic  forms  peculiarly  romantic,  individual  moods  and 

iths,  which,  otherwise,  could  not  have  found 

ression. 

is  symbolic  style  has  a  right  to  independent 
r  certain  artistic  purposes  it  is  indispensable, 
man  appears  as  a  mere  wanderer  upon  earth,  as  depicted 
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in  Tieck's  picture,  surrounded  by  mystery  above  and  below, 
with  longings  and  wishes  and  hopes  and  aspirations  for  a 
dream  world  of  better  things,  it  may  be  the  best  style. 
But  whet  In  r  il  is  altogether  adapted  for  the  problems  of 
practical  life,  for  the  social  problems  in  particular  which 
face  us  to-day,  may  be  questioned. 


ill  M\ 

ROMANTIC  I.F.ADF.Bi 

WE  may  say  that  the  School  punmed  general 

a  must  not  be  thought  that  our  writer*  had  a  well- 
defined,  much  leas  a  prescribed,  programme.  We  have  not 
to  deal  with  a  group  of  men  who  received  instruction  at 
the  feet  of  a  teacher,  whose  teachings  they  implicitly  fol- 
lowed. The  term  "School"  has  no  such  meaning,  though 
we  are  sometimes  led  to  think  BO  by  an  undue  emphasis 
thrown  upon  h  Schlegel's  influence  as  the  formula- 

t  the  so-called  "Romantic  Doctrine."  The  romanti- 
cists were  the  pupils  of  no  one  individual  leader  in  their 
midst  Each  brought  romanticism  to  fruition  in  his  own 
individual  way.  The  very  character  of  the  whole  move- 
ment, which  aimed  at  the  restoration  and  maintenance  of 
tl  liberty,  precluded  the  adherence  to  any  fixed 
doctrine.  We  most  also  constantly  bear  in  mind  that  the 
movement  was  borne  up  and  onward  on  the  waves  of  a 
mental  life  silently  maturing  in  the  minds  of  many.1  Our 
writers  were  only  the  protagonists  or  chief  representatives 
of  that  constitution  of  the  mind,  bred  and  nurtured  at 
the  time,  to  which  we  have  accustomed  ourselves  to  give 
the  name  romanticism. 

To  be  entirely  accurate,  we  should  have  to  speak  of  a 

romanticism  of  Wackenroder,  a  romanticism  of  Tieck.  a 

romanticism  of  Friedrich  Schlegel,  of  August   Wilhetm 

Schlegel,  of  Novalis,  of  Schleiermacher,  and  so  on.  "School" 

means  merely  that  a  number  of  individual  writers  came 

together,  who  recognized  in  one  another  just  that  which 

•Cf .    States,  Wat  ick  «rfe»«,  VoL  IV,  pp. 
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made  them,  and  each  <>1   thi-m,  nmiantir.     The  uml>  <•!'  tin., 
loose    association    \\<  iv    a    imml><  :  ..-ii.Uliii».    \\lndi 

bound  groups  of  two  more  close);  1  IKK    was  a 

friendship  bet \M-.-II    \Va«-k«-nrn«lrr  an-;  dship 

iilf.^l  and  August  Willn-li.i  Srhlegel; 
one  between  August  \\illi.ini  Srhlrgel  and  Tieck;  nn.: 
«en  Tieck  and  Novalis;  one  between  Novalis  and 
Irich  Schlegcl;  one  bet\\«-M  Priedrieb  S.-ld.^rl  and 
Schleiermacher ;  between  Carolina  and  August  \\ilhelm 
Schlegel;  between  Dorothea  and  Fn«  ,h  i,  h  Srhlrgrl.  When 
they  were  all  united  (only  for  a  brief  period),  they 
unquestionably  influenced  by  UK-  animating  spirit  of  com- 
mon interests;  yet  we  must  be  constantly  on  our  ;: 
against  applying  to  all  the  rest  the  romantic  traits  peculiar 
to  only  one  of  their  number.  In  other  words,  though  tin- 
ideas  and  convictions  of  each  writer  were  a  necessary  part 
of  the  romanticism  of  the  whole  school,  they  were  not 
necessarily  a  part  of  the  romanticism  of  each  individual 
member  taken  separately.  Thus,  for  instance,  Fried ri«h 
Schlegel's  conversion  to  Roman  Catholicism  must  not  lead 
us  into  thinking  that  they  all  became  Roman  Catholics; 
his  theory  of  irony,  that  they  all  were  ironists;  his  teach- 
ings in  matters  of  sex,  that  they  all  held  the  same  ethical 
views;  Tieck 's  lyrical  extravagances  must  not  lead  us  into 
thinking  that  the  lyrical  products  of  all  members  were,  to 
the  same  degree,  extravagant ;  his  general  lack  of  aim,  that 
the  works  of  all  the  others  were  lacking  in  aim;  Novalis' 
mysticism  must  not  lead  us  into  thinking  that  they  all 
were,  at  all  times,  mystic.  We  must,  therefore,  from  the 
beginning,  picture  to  ourselves  a  number  of  distinct  per- 
sonalities  with  distinct  temperaments,  distinct  life  histories, 
and  distinct  literary  activities.  They  all  make  their  way 
towards  one  common  goal,  lying  in  the  distance,  and  by  no 
means  wholly  clear  to  their  own  minds,  each  travelling  a 
separate  road  laid  out  by  his  individual  temperament. 

56 


i  \N  i  u;  LEADER] 


<:K' 

Wackeoroder  was  the  most  modest  of  the  gr<  very 

sensitive  temperament;  very  delicately  organised;  almoat 
some  of  hit  ways.     1  uvtaUone  against 

sm  of  bin  time  are  aa  gentle  aa  th.. 

\er  Btruggling  for  sustenance  in  the  midst  of  a  stubble 

field     Yet  he  speaks  with  deepest  convictions,  and  with 

that  recognizes  no  laws  except  those  of  his 

own  heart.     What  he  says  has  the  ring  of  truth 

romanticism  is  the  romanticism  of  a  simple,  truthful  heart 

that  loves  the  tx  His  art  ML-  life  is  like  a  pure 

mountain  spring,  bubbling  forth  as  from  primitive  origins 

unalloyed  by  contact  with  an  artful  world,  reminding  us 

<•  si  in  pi,-  u  tit-ranees  of  childhood.     This  simplicity, 

\vhole-heartedness  and  genuineness  are  the  dsrtinguish- 

features  of  Wackenroder's  romanticism. 

He  was  not  a  great  poet,  nor  a  great  writer,  nor  yet  a 

great  There  is  nothing  distinctively  great  about 

Tet  he  has  left  us,  in  his  literary  essays,  a  picture 

of  a  life  devoted  to  purity  of  thought,  religious  faith, 

beauty  of  form  and  spirit,  which  has  a  peculiar  charm  of 

its  own  and  which  has  exerted  no  mean  influence  on  some 


1  Waekenroder  's    principal    works    are:    Her»**»*rffi**tmm0** 
toMtifctaMta    JTfeffertnkZert    (1707)    and    Pfcmf«* 
Km*  fur  Frcund*  d*r  Kwnft  (published  by  Tiack  with 
of  his  own  after  Wackenroder  '•  death  in  1790). 

A  selection  of  Tieek  and  Wackenrod«r  '•  works  will  be  found   in 
Kftnchner't   l>t*t*c*e   National  Litterotur,    VoL    CXLV,   edited    by 

andy  edition  of  Tieek  '•  worka,  in  three  rohunea,  with  food 
biography   and   notea,   ha*  been   edited   by  Kltt 

iMtitUt). 

Tieck'i  complete  works,  in  tweoty-elght 
S7  Baimar  (1828-1854). 
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.•1   li.  ven  upon  the  wlml.- 

his  age.    The  artlessness  of  his  art  assigns  to  him  a 

place  apart  from  ail  the  others,  not  excepting  Novalis 
he  was  wholly  free  from  all  speculative  philosophy.     V.  t 
h<    was  a  mystic  too,  clinging  to  the  same  mysticism,  or 
rather,   religious  faith  which   impelld    1  r;t   Augelico    t«> 
paint  upon  his  knees — art  and  religion  so  lovingly   i 
into  one  another  that,  at  times,  he  could  not  tell  them 
apart.     He  believed  that  the  artist  received   h 
through  divine  meditation,  feeling  convinced  that  he  himself 
was  called  by  God  to  bring  to  the  world  a  n«-w  rode  of 
beauty.    "I  am  happy, "  he  says,  "that  God  has  chosen 
me  to  reveal  to  the  world,  by  undeniable  proof,  the  un- 
known wonders  of  his  kingdom;  I  have  succeeded  in  build- 
ing unto  God's  glory  a  new  altar. " 

In  his  essays,  he  appears  in  the  role  of  an  interpreter 
of  art,  his  special  sphere  being  not' literature,  but  painting 
and  music.  Strictly  speaking,  he  was  not  a  connoisseur 
in  matters  of  art :  he  was  merely  a  lover  of  art,  a  dilettante, 
a  worshipper  of  art  rather  than  a  trained  critic,  albeit  the 
nomenclature  of  to-day  would  accord  him  the  title  of  an 
impressionistic  critic.  Yet  his  impressionism  is  wholly  free 
from  the  ostentatiousness  and  egoism  of  our  present-day 
impressionism.  Nor  does  he  assume  to  pass  judgments,  or 
to  set  up  criteria;  he  merely  allows  his  heart  to  speak 
unhindered  in  a  manner  perfectly  human.  In  these  essays, 
he  succeeds  to  a  remarkable  degree  in  balancing  self- 
expression  with  restraint,  romantic  indefiniteness  with 
classic  clearness.  This  gives  to  them  an  undeniable  hu- 
manistic value.  When  speaking  on  music,  his  enthusiasm 
and  individual  temperamental  traits  come  more  clearly  to 
the  surface,  and  give  to  the  composition  a  more  decidedly 
romantic  flavor.  Simple  as  these  essays  are,  they  contain, 
in  embryo,  free  from  the  eccentricities  of  other  writers,  the 
leading  ideas  of  the  School:  individualism,  emotionalism, 
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HBOpdlitaillm,    patriotism.   symlM.ltsm.    ivl:tf!"M     r.v.-'.r- 
longing,  faith  in  the  spiritual  l.r.th.-rho.-d  ,.f  all  art*,  an 
estrangement  from  the  commonplace*  of  life,  and  a  long- 
•vish  to  substitute  m  th.-ir  placet  the  beauties  of  mask, 
and  poetry. 

Wackenroder  was  not  a  happy  man.    Circumstances  and 
mpcramental  defects  were  against  him.  HP  <•. 
good  family.    Of  his  mother  we  know  littl.       li 
was  a  jurist  of  some  rank,  with  a  big  German  tit!--      If. 
was  an  honest,  upright,  and  thoroughly  good  man;1  jet 
it  seems  ho  was  not  able  fully  to  understand  his  son's 
ity  of  soul.     Toung  Wackenrod.-r   was  passionately 
!  of  music.    It  was  his  a  to  make  this  his  life 

work.     Mut  his  father  opposed  this  cherished  plan  sternly. 
his  son  to  a  career  of  a  Prussian  official. 

•img  Wackenroder  studied  law.     He  had  oppor- 
tune <>  to  concerts,  and  to  meet  people  with  whom 
he  could  talk  on  matters  of  music;  nevertheless,  the  duties 
i*  own  occupation  were  a  constant  source  of  irritation 
r  a  few  years  he  struggled  (.n  :  Imt  finally  the 
between  the  world  <>f  his   ideals  and  the 
u.-rld  of  reality  proved  fatal.     !!••  di.-d  at  the  young 

mary.  1798.    He  has  left  us  a  poetic 
i  spies  in  an  essay,  largely  autobiographic. 
in  whirh  h»«  figures  under  tli  Joseph  1-  r1 


Klein,  Erinnrntnvrn   an   Ch.   B.    Wafkrnrodrr.  Berlin.   1SOO. 
Brief f    an    TUV*,    Vol    IV.    pp.    212221; 

I.    p.    107;    Koldewey,    Wafkenrwler  mmd 
Kinfluu  a*f  Tiefk.  pp.  06ff. 

re  »r«  a  few  word*:  <€Hi§  nrnrwi  g*r*  wmy.  A  filing  of 
wtakntm  came  over  him  i^nrtrntinjr  the  flbem  of  hit  Jwing  like  potm; 
for  n  la  be  wm»  ill.  and  then  died,  in  the  be*  ymn  of  to 

Why  wan  it  Hod  '•  will  that  he  ahonld  hare  mffered  to  •mrll 
hi*  u  harmoniM  Us  enthnmia«  for  lUssjB 

beautiful  with  the  erotl  eonditioo.  of  actual  life,  tosrtsg  mntor 
body  and  noulf  " 
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Wackenroder  was  shy  and  reticent.  Therefore  he  found 
it  hard  to  make  acquaintances.  He  was  modest,  yet  also 
reserved  and  distant,  in  his  intereonrse  with  others.  Cold 
and  aristocratic  at  times.  Tieck,  who  knew  him  better  than 
anyone  else,  attributed  these  characteristics  to  a  lack  of 
knowledge  of  human  nature.  He  was  not  married,  and, 
as  far  as  we  know,  never  in  love  with  any  woman. 

His  greatest  blessing  was  his  platonic  friendship  with 
Tieck,1  whom  he  met  in  his  early  school  days  at  Berlin. 
and  with  whom  he  remained  intimately  associated  his  whole 
life.  It  was,  in  many  ways,  a  remarkable  friendship ' 
Tieck  was  the  more  intelleetual,  the  more  variously  gift. d, 
the  more  assertive  of  the  two;  yet,  as  far  as  literary  history 
is  concerned,  the  receiver  rather  than  the  giver." 

Tieck  is  a  far  more  complex  personality.  In  some 
respects,  he  is  harder  to  understand  than  any  other  of  our 
writers.  Not  because  he  was  a  deep  philosophie  thinker. 
or  indulged  in  unintelligible  mysticism.  }>ut  Ix-muse  of 
a  curiously  unstable  and  vacillating  conduct  in  his  liter- 
ary activity,  and  a  marked  inconsistency  in  matte  r 
criticism.  Historians,  therefore,  sometimes  speak  of  him 
as  a  dualist. 

When  we  compare  Tieek  with  Waekenrocler.  as  we  see 
him  in  Dresden,  dnrintr  the  years  1825-42,  at  the  end  of  a 
long,  varied,  and  fruitful  literary  career,  honored  n^ 
of  Germany's  great  writers,  Wackenroder  apj>  11  by 

his  side;  for  Tieck,  whatever  his  defects — and  they  were 

K)nc  lottor  to  Tiook  roads:  "Tf  T  nm  worth  anything  at  nil  in  your 
eyes,  whom  have  T  to  thank  hot  you?  T  owe  everything  that  T  am 
to  yon,  everything!  O  Tieok,  read  these  words  with  the  fire  of 
rnthusinsm  and  )><•  j.nmd  to  know  that  T  am  made  forever  hnpyy 
by  yonr  frion«1«hij..  Remain  my  friend,  dear  Tiwk.  remain  my 
:  you  know  that  T  shall  love  you  forever  above  everything 
else."  nioltei.  Briefe  an  Tieck,  Vol.  TV,  p.  172). 

*Cf.  Their  rorrpupondonop  in  TToltfi,  firirfr  an  Tirrk,  Vol.  TV,  nm] 
.  MO  Brief e  au*  evoei  Jahrhunderten,  Vol.  TV. 

•Koldewey,  Wackenroder  und  sein  Einfluts  auf  Tieck,  Leipzig,  1904. 
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great— stood  out,  nevertheless,  as  a  eompieooni  figure  in 
literary  world  of  this  day,  linked  U>  his  age  by  many 
He  was  a  voluminous  writer:  a  story-teller, 
romancer,  translator,  dramatist,  lyricist,  satirist,  r 
rritic.   achieving   m  several  of  these  spheres  distinction, 
ly  as  an  assimilator  of  the  thoughts  of  others,  but 
as  an  original  produ  < 

We  can  easily  distinguish  a  number  of  stages  in  his 
literary  development  When  he  first  met  Wackenroder. 
there  was  son  n  him  of  his  friend's  childlike  naivete1 

and  simplicity,  evidenced  by  his  earliest  writings,  especially 
Die  Sommernackt.  This  trait  was  the  sympathetic  bond 
which  united  these  n.  Soon,  however,  Tieek's 

peculiar  constitution   of  mind  came  to  the  surface,  and 
-  to  him   throughout   hi-  i.   nor  did   it 

ever  leave  him  entire!  n  his  later,  more  realistic 

period  of  literary  activity.    It  n\  almost  from  the 

begin  i  Abdallak   (1792)   and  in  DOM  Griinr  Band 

•t  easy  to  give  a  name  to  it  since  it  is  a 
rather  complex  j  We  may  call   it   an  unre- 

strained,   un  <-d    imagination    or    fancy.      A 

imagination  is  the  gift  of  all  true  poets;  yet  in  order 
it  may  serve  its  natural  function  in  the  production 
of   truly   beautiful    works,   it  must  pass   through   severe 
training.     Snob  a  training  was  f  '«  nature. 

he  allowed  himself  to  be 

Mted   by  the  whims  of  his   imagination,   to 

h  he  surrendered  himself  ad  libitum, — images,  ideas, 

unrestrained  and   without   co-ordi nation 

a  too  ready,  untutored 

Wackenroder  soon  noticed  ti  ^t  and  eritieifed  hi« 

f  his  letters  he  told  him 

there  were  poets  who  adorned  their  poems  with 
pretty  little  ideas  and  images  which  they  attached  bw 
and  there,  producing  a  work  whi  <*  us  everywhere 
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a  glimpse  of  beauty  but  nowhere  beauty  in  its  full  p< 

Such  a  style  he  thought  destructive  to  the  poet's 
genius.  "For  every  poet  and  artist  should  strive  faithfully 
to  complete  his  work  to  the  best  of  his  ability,  and  fullest 
extent  of  his  powers.'  This  characterizes  well  Ti. ,  k  s 
chief  defects:  he  gives  us  everywhere  "a  glimpse  of 
beauty,"  but  rarely  ever  "beauty  in  its  full  perfection." 
He  preferred  to  be  butterfly  rather  than  bee,  to  live  in  the 
sunshine  and  sport  rather  than  to  gather  honey,  to  play 
with  poetic  moods  and  images,  to  enjoy  th<>  |  t  his 

own  wonderful  gift  of  imaging  states  of  feeling  rather  than 
to  produce,  by  patient  labor,  an  artistic  work.  There f on •. 
much  of  what  he  wrote  during  his  romantic  period  lacked 
in  certitude  and  earnestness  of  purpose,  and,  consequently, 
in  humanistic  value. 

However,  through  Wackenroder's  influence,  these  play 
ful  tendencies  in  Tieck's  mental  make-up  were  checked 
to  a  considerable  degree.  We  find  him  at  work  imitating 
Wackenroder's  own  style  and  Wackenroder's  personal 
romanticism.  We  can  trace  this  in  Tieck's  contributions 
to  Wackenroder's  Herzensergiessungen,  in  his  Fhanfasieen, 
and  his  novel  Rtcrnbald.  Tieck's  romanticism  was,  t1 

to  a  considerable  decree,  molded  by  that  of  Wack- 
enroder.  Meanwhile  he  did  not  remain  within  his  friend's 
narrow  circle,  but  enlar^-d  it.  added  new  material,  and. 
ultimately.  went  into  entirely  independent  lines.  Other 
influences  began  to  play  upon  him.  Wackenroder's  indi- 
vidualism became,  under  his  hands,  more  individual,  his 
emotionalism  more  emotional,  his  religion  less  naive,  his 
symbolism  more  allegorical,  the  mystery  in  his  poetry  more 
marvelous  the  border  lines  separating  one  art.  from  another 
less  distinct.  Tnu^i'-  a  more  intricate  part  of  the  romantic 
style.  He  adds  the  clement  of  love,  a  more  intimate. 

1  association  with  nature,  a  larger  patriotism  <••  -nterinir 
'Holtei,  Brief c  <m  TiecJc,  Vol.  IV,  pp.  249ff.  (January,  1793). 
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in  th-  MM.il-  Agea,  and  the  elements  of  irony,  satire,  and 
humor.  Important  ia  the  preaenee  of  a  rationalistic  strain 
1  make-up.  Thia  was  not  in  Wackenroder. 
<  Teases  the  difficulty  of  analyzing  the  complexity  of 
Tieck 's  nature,  and  leada  ua  back  again  to  hit  chief  defeat 
already  mentioned.  Tieck  waa  a  romanticist  of  the  emo- 
tional kind;  yet  at  the  beginning  of  bin  romantic  esreer 
he  wrote,  in  a  satirical  vein,  a  number  of  realistic  stories 
almost  totally  free  from  romanticism,  and,  besides,  gave 
himself  up  t  m  of  a  perfectly  rational  kind;  and 

again,  at  the  end  of  his  romantic  career,  we  find  him  writing 
realistic  stories  and  criticism.  So  voluminous  and  *» 
portant  are  these  later  products  of  his  realistic  period,  that 
it  would  seem  almost  as  though  Tieck 's  true  mission  was 
not  that  of  a  romanticist,  but  rather  that  of  a  realistic 
novelist,  as  indeed  he  has  been  called  the  father  of  modern 
German  realistic  fiction. 

v  is  this  to  be  explained?    Though  we  all  know  per- 
well  that  in  all  L'<>od  art  sober  intellect  finds  some- 
how a  happy  reconciliation  with  /or  of  passion,  it 
was  not  L-                    ':  to  accomplish  this  easily.    He  rarely 
succeeded.    He  was  blessed  with  those  psychic  states  whi.-h. 

we  call  moods,  short  periods 

of  i?  us  and  feelings  and  images  arise 

with  'htness  and  clearness  in  the  poet's  soul, 

word  and  phras-  '•<  was  a  Sfim- 

rical  compositions  and  some 

Ms  imaginative  prose,  written  under  the  sway 

rank  high  as  literary  products  and 

re  f'»r  him  a  permanent  place  in  Herman  literature. 

All  the  sam«  his  poetry  are  ideally 

•ot.  for  Mea*.  f« -.'lings,  and  images  rarely  harmoniously 

imagination  but  rarely  unite  to 

Too  often,   in   the  coarse 

writings,  he  is  dominated  by  a  blind 
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genius  in  which  intellect  is  not  allowed  its  due  share. 
One  of  Tieck's  most  brilliant  accomplishments  was  an 
extraordinary  power  of  mimicry.  Many  trustworthy  per- 
sons who  saw  Tieck  act  in  private  testify  that,  had  h< 
devoted  himself  to  the  stage,  he  would  have  become  one 
of  the  most  distinguished  actors  of  his  time.1  This  power 
of  mimicry  was  one  of  his  most  fundamental  traits,  and 
explains  many  of  the  inconsistencies  of  his  literary  career." 
It  appears,  in  full  play,  in  his  satirical  dramas,  Der  gestie- 
felte  Kater  (1797),  and  Die  verkehrte  Welt  (1797),  / 
Zerbino  (1798),  and  lurks  behind  most  of  his  literary 
products.  Tiecks  acts  his  writings,  playing  their  parts 
for  the  sake  of  the  play.  Indeed,  he  sometimes  acts  serious 
roles,  as  in  his  Marchen,  Der  blonde  Eckbert  (1796),  Der 
Runenberg  (1802),  and  in  scenes  of  his  dramas  Oenoveva 
(1799),  Kaiser  Octavianus  (1802) ;  indeed  he  sometimes 
presents  wonderful  scenes,  picturing  before  us  a  dream 
life  of  extraordinary  beauty,  but,  for  the  most  part,  if  is 
the  beauty  of  the  fleeting,  momentary,  playful  mood,  which 
has  not  in  it  the  aspirations  after  high  human  ideals; 
indeed  he  sometimes  forgets  himself,  and  then  his  .-ic-tincr 
seems  as  if  it  were  real  life,  but  it  is,  after  all,  only  his 
own  individual  life,  not  the  life  of  the  great  world  in  which 
the  individual  has  blended  into  the  lasting,  permanent 
qualities  of  humanity.  Tieck  lacked  in  seriousness.  Later 
on  he  himself  became  suspicious  of  the  unsubstantial  note 
of  his  works.  * 

«Cf.    Steffens,  Wat  ich  erlebte,  Vol.  IV,  pp.  371ff. 

It  was  a  vital  characteristic  of  his  temperament.  All  the  world 
was  to  him  a  stage  play.  He  was  a  born  humorist  and  ironist,  for  to 
both  of  these  the  world  is  bat  a  show.  If  we  now  add  to  thin  trait, 
the  playfulness  of  his  tompor.  we  possess  the  key  to  Tieck 's  character. 

•He  discarded  the  playfulness  of  former  years  and  became  a  narra- 
tor of  real  life  more  nearly  as  we  know  it,  and  its  satirist  and  critic 
His  literary  activities  in  these  later  years  lie  beyond  the  limits  we 
have  set  us. 
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TMKTWOSCHLEGELS1 

The  arrival  of  Friedrich  Schlegel,  the  daunt  low 

•i.  in  .Inly  1797,  wan  a  weighty 
in  the  history  of  the  Romantic  School    From  this  time  oa 
a  more  symp.  .nity  ,,f  int. -rests  waa  fostered  among 

the  young  writers  and  thinkers  of  romantic  bent  of  mind. 

n  waa  a  favorable  place  for  the  ooncentr 

forces.    Here  were  Wackenroder  and  Tieck  and  SchJeier- 

macher  and  Bernhardi.    Here  were  also  the  literary  salona 

ardt  and  Rahel  Levin,  and  Henri*  t  and 

Dorothea   Wit.    where   the   new   poetry   of   Goethe   was 

ed.     A  small  flock  of  enthusiastic  people;  opposing 

i  were  the  strongholds  of  the  old,  rationalistic  schools. 

scattered  groups  who  were  breaking  away  from  the 

"M  were  waiting  for  a  leader,  and  he  came  to  them— 

'h  only  for  a  short  time— in  the  person  of  Friedrich 

!eH.  the  freeborn,  ingenuous,  militant  youth 

•h   Schlegel  was  an    intrllectual   man   of   high 

profound  thinker,  a   philosophic  searcher  after 

is  and  ruling  principles;  never  satisfied 

until  he  had  discovered  the  ultimate  reasons  of  things. 

was  the  deepest,  most  abiding  note  of  his  character. 

He  strove  to  be  a  self-sufficient  individuality.     Intellectual 

supremacy  may  be  called  the  master  passion  of  his  beat 

years.    In  his  intense  desire  to  give  a  name  to  this  psswioti, 

and  t<>  inspire  others  with  it  -'ing  no  proper  word 

at  h;  took  an  old  word  and  invested  it  with  a  new 

meaning     It  is  the  word  Ironif  (irony).    With  this  word 

Sehlegel't  Works.  15  rob.,  YImm,  1S46. 
Inch    ftrhlcipt'i    JVoMfeefe   J*t****<*rif1r*.   I    Tola,    IStt 
I  by  Jacob  Minor. 
Aiigwl  WQbelm  SehlegvTt  Works,  Laipdf,  1846,  •ditod  bj 
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Priedrich  Schlegel's  personal  romanticism  is  closely  inter- 
linked. Friedrich  Schlegel  and  irony,  or  the  doctrine  of 
man's  intellectual  overlordship  over  himself  and  the  world, 
have  become  a  separate  chapter  in  German  romanticism. 
Though  only  five  and  twenty  years  of  age,  he  had  done 
a  great  deal  of  thinking  before  he  came  to  Berlin1  AM 
interesting  period  in  his  literary  development  lay  already 
behind  him.  Only  recently  he  had  become  converted  to 
romanticism.  Before  this,  he  had  been  a  classicist,  a 
passionate  admirer  of  the  objectivity  in  Greek  beauty. 
But  during  the  last  year,  spent  at  Jena,  under  the  influence 
of  Fichte's  philosophy,  a  gradual  f  linn-,  in  favor  of  sub- 
jectivity and  the  domination  of  individuality  in  matters  of 
art,  had  come  over  him.'  He  had  studied  deep  into  th<> 
life  and  writings  of  the  Greeks  and  had  written  a  number 
of  important  essays  on  Greek  literary  subjects.1  !!<•  had 
also  thought  a  great  deal  on  the  nature  of  tho  ln-autiful. 
and  had  made  a  comparative  study  of  Greek  art  and 
modern  art  incorporated  in  his  valuable  essay  Ueber  das 
Studium  der  griechischen  Poesie  (1795-1796).  He  had 
been  an  insatiable  reader.  He  had  read  not  only  the 
important  literary  works  of  the  Greeks,  but  also  those  of 
many  other  nationalities.  He  knew  the  writings  of  Klop- 
stock,  Wieland,  Goethe,  Herder,  Winckelmann,  Shakespeare, 
Cervantes,  Voltaire,  Rousseau,  Montesquieu,  Dante,  and 
many  others.  Just  to  read  over  the  names  referred  to  by 

'We  possess  an  invaluable  source  of  information  as  to  !•>!••, irii-li 
School's  hfo,  not  only  respecting  his  earlier  years,  but  up  to  tlio 
year  of  his  death,  in  the  letters  written  by  him  to  his  brother,  August 
Wilhelm  Schlegel,  which  run  almost  without  any  break  from  the  year 
1791  to  1828.  They  were  published  in  1890  by  Oskar  P.  WalzeL 
chapter  on  "Romantic  Philosophy. " 

•1794,  Von  den  Schvlen  der  griechischen  Poesie;  Vom  asthetischen 
Werthe  der  griechischen  Komodie;  'Ueber  die  Grenzen  des  Schonen; 
Ueber  die  Weiblichen  Charalctere  in  den  griechischen  Dichtern.  1 795, 
Ueber  die  Diotima. 
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linn  m  his  letters  it  bewildering.    On  .«org 

remarkable  insight  n.  had  also 

rgoue  a  philosophic  training,  ha\  Ued  the 

"i   I'lato   H<»«fterhttiSx  Spinoza,  Kant,  Kicht* 
only  in*  t.ivniitr  ones.    If  he  was  now  a  romanticist,  it 
was  not  mert'l.  mperamental  reasons,  but  because  he 

had  thoui  \Vackenroder  was  a  naive  worshipper 

of  spiritual  beauty ;  Tieck  was  a  conscious  poet  of  the  fleet- 
ing mood;  In.  Schlegel,  a  philosophic  thinker. 
At  !•.:>;  m  that  capacity  he  came  to  Berlin.  He  had 
though  also  a  great  deal  on  questions  of  morality,  politics, 
and  history.  An  historical  vein  runs  through  his  works, 
from  his  earliest  to  his  latest.  He  was,  however,  lest 
interested  in  events  than  in  the  historical  developmei 
ideas.  In  this  respect  his  mind  was  not  unlike  that  of 
Hegel.  Among  his  many  youthful  plans  and  projects  were 
the  writing  of  a  History  of  /,  a  Critical  History 
of  his  Age,  and  a  Theory  of  Civilization.  Suggestive  titles, 
characteristic  of  the  quality  of  his  mind,  and  the  directions 

ved  to  take. 

11*'  was  a  passionate  lover  of  the  beautiful,  and  a  trained 
••,  with  mature  prin« -ipl« N.  fully  aware  of  the  literary 
shallowness  about  him,  and  inspired  with  the  idea  that  he, 
it  with  was  to  inaugurate  a  new 

era  of  poetry.    It  was  a  poetry  already  written  in  part,  but 
not  yet  fully  understood,— the  poetry  of  Goethe;  and  it 
was  a  poetry  to  be  written,— the  poetry  of  the  romanticists. 
To  this  end  he  aspired  to  be  a  great  critic— a  worthy 
successor  to  the   great   Leasing.     Therefore,   not  many 
months  after  his  arrival  at  Berlin,  he  began  to  write  long 
re  to  his  brother  at  Jena,  urging  him  to  join  h 
<*stablishment  of  a  literary  journal  devoted  to  criticism, 
means  of  he  idea  of  the  new  movement  could  be 

ight  to  the  knowledge  of  the  public.    His  hope  being 
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that  through  this  channel  he  and  his  brother  might  bci<>m< 
authoritative  leaders  in  tin-  world  of  literary  criticism,  "in 
the  course  of  five  or  ten  years  kritische  Dictatorcn  in  Ger- 
many. ' ' 

After  lengthy  negotiations  the  Athenaeum  was  finally 
established,  to  which  Friedrich  Schlegel,  August  Wilhelm 
Schlegel,  Ilulsen,  Novalis,  Caroline  Schlegel,  and  others 
contributed;  the  weightiest  contributions,  however,  came 
from  Friedrich  SchlegeFs  own  pen:  tin-  .!//«  fray- 

mente  (1798) ;  Ueber  Goethe's  Meister  (1798) ;  the  Ideen 
(1799) ;  Ueber  die  Philosophic  (1798) ;  Oesprdch  iibcr  die 
Poesie  (1800).  If  we  add  to  these  writings  the  Lyceums- 
fragmente  (1797)  and  the  Lucinde  (1799),  we  have  the 
emphatic  material  on  which  Friedrich  Schlegers  specific 
romanticism  rests.1  In  these  writings  he  appears  essentially 
in  the  role  of  a  doctrinaire,  the  propounder  of  a  new  set 
of  opinions.  These  opinions,  written  out  for  the  most  part 
in  epigrammatic  form,  known  as  the  Fragmente,  have  given 
rise  to  much  discussion,  and  many  misunderstandings  on 
the  part  of  literary  historians.  They  are  often  written  in 
such  compact  language,  and,  at  times,  designedly  with  such 
fallacious  subtlety  that  many  of  them  cannot  be  understood 
taken  by  themselves,  detached  from  his  philosophy,  and, 
for  that  reason,  historians  have  been  inclined  in  the  past 
to  reject  much  of  what  he  said  in  these  Fragmente  as 
matter  of  trifling  importance.  However,  there  run  through 
these  writings  principles,  more  or  less  definite,  of  a  system 
of  philosophy,  in  part  metaphysical,  in  part  ethical,  in 
part  aesthetic.  Friedrich  Schlegers  contribu  Jons  to  the 
romanticism  of  the  School  were,  in  a  large  measure,  those 
of  a  philosophic  doctrinaire.  If  it  was  the  essential  aim 
of  the  School  to  establish  the  free  world  of  the  spirit  in 

'Friedrich  Schlegel  wrote  many  other  works.  They  strengthen  and 
confirm,  for  the  most  part,  the  principles  set  forth  in  above  writings; 
or,  when  they  do  not,  fall  into  the  period  of  the  Spdtromantik. 
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art  a  the  share  that  fell  to  Friedhch  tirhhgpl  mm 

solve  this  world  of  the  spirit  aod  iU  relation  to  an 
and  life  into  ita  component  part*,  to  define  each  part,  and, 
again,  in  a  synthesis,  to  point  out  the  main  roads  to 
success.  Human  individuality;  it*  freedom;  ita  develop- 
ment IP-HI  the  Greeks  to  modern  times;  its  progressive 
cultivation  through  powers  inherent  in  its  nature;  it* 
to  philosophy  H,  morals,  poetry;  its  infinite, 

ual  nature;  its  in*t  longing  to  express  itself 

in  artistic  form;  its  genius,  its  huin<»r.  it*  »it,  its  irony, 
its  imagination;  its  relation  to  its  divine  source;  its  - 
ings  to  reach  that  source;  its  relation  to  friends  and 
country  and  world  and  God;— these  were  the  component 
parts  of  his  romanticism.  Two  distinct  tendencies  can,  in 
all  tht.M  tilings,  be  clearly  observed:  one  dealing  with 
human  ii  .  and  one  dealing  ^relation 

•d.  When  Friedhch  Schlegel  came  to  Berlin,  he  was 
full  of  the  first;  when  he  left,  of  the  second.  He  arrived 
possessed  with  an  independence  of  spirit  which  makes  him 
one  of  Nietzsche's  proud  forerunners,  one  of  the  first  > 
men  of  the  new  epoch,  and  he  left  satisfied  in  his  mind 
that  man  was  after  all  but  man.  From  this  time  his 
romanticism  became  more  and  more  emotional  and  mystic, 
i-inlin^  \vith  his  entrance  into  the  Roman  Catholic  Chun  h 
in  ttie  year  1808. 

While  he  was  in  Berlin,  he  became  acquainted  with  his 
futun    wit.,   Dorothea  Veit,  an  acquaintance  which  led 
irirh  t«»  is  ill-starred  nov.  i<fr,  in  which 

Dorothea  figures  as  heroine.    It  also  led  to  a  divorce  be- 
tween Dorothea  and  her  husband.     In  September,  1799, 
:i  Schlegel  left  Berlin,  and  settled  in  Jena.      Doro- 
thea followed  him  as  his  wife  though  not  legally  married 
to  him,  in  faithful  compliance  with  Friedrich  Schlegel's 
;  matory  views  on  love  and  marriage  as  set  forth  in  the 
i«Y   With  this  change  of  residence  the  central  activity 
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of    the    Romantic   School    was    shifted    from    Berlin    to 
Jena. 

i  <>r  a  little  while  the  romanticists  flourished  in  that 
beautiful  town  on  the  Saale,  a  sadly  short  time,  only  a 
year  and  a  half,  and  then  the  different  members  of  th< 
little  family  parted  from  one  another,  each  following  his 
own  prescribed  path.  Not  long  after  Friedrich  Schlegel's 
departure  from  Berlin,  Tieck  also  left,  and  settled,  for  a 
brief  period,  in  Jena.  And  Steffens  also  went  then-  in 
1799,  and  again  in  1800.  And  Novalis  lived  not  far  away 
in  Weissenfels,  coming  over  frequently  to  Jena  to  see  Tieck, 
whose  acquaintance  he  had  made  there,  and  who  had 
become  his  bosom  friend  in  one  rare,  memorable  night  of 
poetic  soul  intercourse.  Schelling,  too,  was  there,  and  \\ li- 
ter. And  most  unfortunate  it  was  that  Fichte,  just  at  this 
memorable  time,  was  forced  to  leave  Jena.  Of  this  group 
August  Wilhelm  Schlegel  was  the  head.  Beautiful  weeks 
and  months  these  young  romanticists  spent  there  together. 
Many  years  thereafter,  in  1827,  in  recalling  his  friendship 
with  Tieck,  August  Wilhelm  Schlegel  refers  to  these  days 
in  the  following  words:  "I  have  since  lived  in  the  most 
intellectual  and  most  cultivated  social  circles,  1  have  be- 
come acquainted  with  the  most  distinguished  living  per- 
sonalities in  Germany  and  foreign  countries:  but  I  still 
return,  many  times,  with  longing  to  that  free  and  fruitful 
intercourse  of  mind  with  mind  which  we  enjoyed  so  much 
in  those  beautiful  days  full  of  hope  and  inspiration. " 
" Those  beautiful  days  at  Jena,"  writes  Tieck  in  1828  in 
his  dedication  of  his  fifth  volume  to  Aug.  Wilh.  Schlegel, 
"were  among  the  most  glorious,  most  joyous  of  my  whole 
liJV.  You  were  there  and  Friedrich  and  Schelling,  all 
young  and  ambitious,  and  Novalis — Hardenberg — came  to 
us  often:  these  bright  minds  and  their  many  plans  and 

«Cf.    August  Wilhelm  Schlegel 'B  works  (Bocking  edition),  VoL  XI. 
p.  145. 
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their    views   of   life,   poetry,    and   philosophy    prepared 
us   a   never-ending   feast   of   wit   and    humor   and 

August  Wilhelm  Sehlegel  was  five  yean  the  elder  of  hia 
brother,  and  already  well  established  aa  a  critic  when 
Friedrich  arrived  in  Jena  in  1799.  When  we  open  the 
last  six  volumea  of  August  Wilhelm  Sehlegel 'a  collected 
works,  and  peruse  the  list  of  reviews  and  criticisms— 
several  hundred—which,  between  the  yean  1789-91,  ap- 
peared in  the  Oottinger  gelehrten  Anzeigent  and,  in  the 
yean  1796-1799,  in  the  Jenaer  Litterotur-zcitung  and 
Schiller's  Uoren,  we  can  see  at  a  glance  August  Wilhelm 
SchlegeTs  work  as  a  critic.  These  reviews  have  great 
historical  value.  They  contain  the  aesthetic  principles  of 
the  new  era,  not  only  as  represented  by  the  romanticists, 
but  also  by  Goethe  and  Schiller;  principles  of  poetic 
beauty  that  belongs  to  no  particular  school;  principles  of 
genuine,  humanistic  beauty.  They  show  us  August 
helm  Sehlegel  as  a  thoughtful,  courageous,  unorthodox 
rking  by  the  side  of  Goethe  and  Schiller  for  the 
establishment  of  the  new  as  against  the  old.  Kotaetae, 
Iffland,  Spies*,  Nicolai,  Ramler  and  their  compeers,  and, 
in,  imitation,  pseudo-emotionalism,  prosaism,  di- 
•ism.  utilitarianism,  mannerism,  conventionalism,  were 
dethroned,  and  Dante,  Petrarch,  Shakespeare,  Goethe, 
a  M.I  all  true  lovers  of  beauty,  and,  with  them,  originality, 
purity  of  feeling,  spontaneity,  spiritual  fervor,  ideal  aspi- 
ns,  were  substituted. 

When  we  add  to  these  earlier  reviews  August  Wilhelm 
Schlegel's  later  reviews  and  critical  studies,  which  appeared 
between  the  years  1798  and  1800  in  the  Atk*na**m,  and 
between  1810  and  1816  in  the  Heidelberger  JoAr&y<  A<r. 
and  especially  his  historical  works,  embodied  in  his  Berlin 
Lecture*  on  Literature  and  Art  (1801-1801),  and  hia 
Vienna  Lecture*  on  Dramatic  Art  and  Literature  (1807- 
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08), — we  have  in  cur  hands  the  essential  matt-rial  mi  which 
to  judge  August  Wilhelm  Schlegel  as  a  critic.  This 
conspicuous  position  in  the  Schm.l.  llr  \\rote  Uric  and 
dramatic  poetry,  he  was  a  noted  translator  \\  mnini:  a  justly 
earned,  liigh  reputation  through  his  translations  of  Shakes- 
peare, he  made  valuable  contributions  as  a  scholar;  hut  it 
is  as  a  critic  that  his  position  is  most  firmly  established. 
Compared  with  his  brother  Fnednch,  \se  may  miss  in 
August  Wilhelm  Schlc-M  the  wealth  and  originality  of 
ideas,  and  perhaps  .the  penetrating  philosophic  insight; 
but,  on  the  other  hand,  he  possessed  a  certain  quality  of 
critical  leadership  less  perfectly  developed  in  his  broth 
a  Duality  most  essential  to  the  highest  success  in  criticism, 
—a  quality  found  only  in  the  greatest  of  critics.  What 
boots  the  critic  his  knowledge,  his  courage,  even  originality, 
if  he  has  not  that  nicety  of  judgment,  that  rare  sense  of 
impartiality  which  hits  with  masterful  sureness  the  right 
and  the  true,  free  from  personal  bias.  August  Wilhelm 
Schlegel  possessed  a  remarkable  equanimity  of  temper,  an 
evenness  of  disposition,  a  wise  moderation  in  matters  of 
critical  observation,  a  freedom  from  personal  likes  and 
dislikos,  which  give  his  critical  judgments,  from  the  be- 
ginning, solidity  and  trustworthiness.  Only  a  few  times 
in  the  Athenaeum,  after  Schiller's  Horen  and  the  Jenaer 
Litteraturzeitung  had  closed  their  pages  to  him,  in 
under  Friedrich's  influence,  and  inspired  by  the  idea  of 
being  the  leader  of  a  great  literary  reform  movement,  did 
he  relax  somewhat  his  poise,  quickly  to  recover  it,  however, 
during  the  best  years  of  his  work. 

This  equanimity  of  temper,  strengthened  by  a  remark- 
ably wide  reading  and  a  vast  store  of  learning,  is  the 
special  feature  of  merit  of  his  Berlin  and  Vienna  lectures. 
His  Berlin  lectures  may  be  considered  to  contain  the  best 
systematic  formulation  of  the  general  aims  of  the  School. 
This  formulation  is  not  so  brilliant,  not  so  sparkling  with 
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ni.Lvi.iii.il.   .  nK'"al  ides*  as  that   «-i    1  riedrich 
ooutaineil   m   ins  Athenaeum  eon  .n   the  other 

is  more  ii  il,  more  hu»r 

1(   makes  ronuuiticiiim  reasonabl 
ically  plausible,     hi  those  portions  of  the  Berlin  I*-: 
which  deal  more  particularly  with  nmian  tiona,  the 

leading  principles  of  the  romanticism  of  the  School  are, 
perhaps,  better  represented  than  in  any  oth 
work;  and,  1  believe  that  the  different  member*  o: 
school   u.-ul-l  pn.lmMy  have  been  more  willing  to  umtr 
on  the  general  principles  stated  there  than  on  an. 
unless  perhaps  on  the  simplt  r   i>rm«  -iplea  set  forth,   m 
undogmutic  form,  in  Wackenroder  *s  Hcrze**ery\ti*u*gex. 
It  has  often  been  stated  that  August  Wilhelm  Schlegel  was 
largely  dependent  on  his  brother's  ideas:  we  must  not 
emphasize  this  too  much.    He,  too,  was  original  in  many 
respects.    In  this  brilliant  society,  living  together  at  Jena 
and  convening  and  philosophizing  on  th.-.r  common  aims, 
it   was  the  special  service  of  A.  W.  Schlegel  to  digest 

orious  views  expressed,  to  give  them  an  historical  basis, 

ami  to  present  them  in  a  more  pleasing  and  rational  form. 

these  ideas  were  common  to  all,  in  part  those  of 

i  Schlegel  or  of  otiur  individual  members,  but 

many  of  them  were  his  own.    He  appears  as  the  spokesman 

public  leader  of  the  School 

We  must  also  remember  that  even  before  Friedrieh 
Schlegel  arrived  in  Jena,  August  Wilhelm  Schlegel  was 
already  a  leading  literary  force,  He  was  the  first  crit 
Germany  who  had  detected  the  new  literary  qualities  in 
the  works  of  Tieck  and  Wackenroder,  and  had  reviewed 
them  (Tieck  's  Blaubart  and  Getiufelte  KaUr  and  Waoken- 

r  s  Her*€n**rgie*sunge*)  in  1797,  in  the  J****r  Lit- 
t*r*iurz*%tu»g.     With  n  le,  he  referred  in  later 

years  to  these  reviews,  written  before  he  waa  acquainted 
with  these  writers,  wholly  on  the  strength  of  his  critical 
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nets.  This  was  followed  (1798)  by  a  review  hi  tin 
Athenaeum  of  Tieck's  Volksmarchen,  published  under  the 
name  of  Peter  Lcbcn 

In  May  of  that  year  August  Wilhelm  Schlegel  went  to 
u,  and  met  there  for  the  first  time  Tieck,  with  whom 
he  formed  a  lasting,  congenial  friendship.  This  friendship 
was  significant  for  both  parties.  Tieck,  through  August 
Wiihelm  Schlegel 's  influence,  became  more  critical,  and 
Aug.  Wilh.  Schlegel,  through  Tieck's  influence,  more 
poetic.  It  was  indeed  an  interesting  phenomenon  of  the 
School  that  its  literary  activities  were  in  part  critical,  in 
part  poetic.  When  Tieck  came  to  Jena  and  there  found 
Novalis,  poetry,  through  their  combined  efforts,  made  a 
gradual  gain  over  the  critical  atmosphere  which  surrounded 
the  Schlegel  brothers.  With  increasing  conviction  it 
dawned  upon  them,  as  time  went  on,  that  their  true  mis- 
sion was,  in  the  end,  not  to  be  a  School  merely  of  criticism, 
but  essentially  of  poetry.  Inspired  by  this  idea,  they 
all  began  to  write  poetry.  Tieck  and  Aug.  Wilh.  Schlegel 
combined  in  the  publication  of  a  romantic  Musenalmanach 
(1801-1802),  in  which  the  lyrical  poetry  of  the  School  was 
to  be  perpetuated.  Aug.  Wilh.  Schlegel  wrote  also  the 
drama  Ion,  and  Fried.  Schlegel  the  drama  Alarcos.  There 
was  much  genuine  enthusiasm  in  all  this  writing  of  poetry. 
It  became  a  natural  outlet  of  the  emancipated  ardor  of 
the  romantic  temper.  Even  the  theologian  Schleiermacher, 
encouraged  by  Aug.  Wilh.  Schlegel,  made  some  feeble  at- 
tempts. "If  you  are  otherwise  inclined  to  turn  to  poetry, " 
Aug.  Wilh.  Schlegel  writes  to  him,  "and  feel  within  your- 
self the  needed  consecration,  the  lack  of  skill  in  matters 
of  formal  technique  should  be  the  least  objection. "  Very 
well:  " Consecration "  lies  probably  at  the  bottom  of  all 
genuine  poetic  composition;  and  Tieck's  poetry  furnished 

«Cf.  Dilthey,  Aut  dem  Leben  ScUeiermachert  in  Brief  en,  Vol.  Ill, 
p.  182. 
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them  with  living  proof  that  poetry  might  well  be  written 

without  bothering  one's  self  much  concerning 

But  unfortunately   the  Schlegels  had  little 

They  deceived  themselves  in  this  regard.     AUK.    With. 

Schlegel  became  a  maiter  in  the  technique  of  po. 

nevertheless,  his  Pegasus  drank  not  of  the  fountain  of 

naatus. 

This  communal  life  at  Jena  devoted  to  literary  pursuit* 
might  have  been  productive  of  the  highest  good  But  it 
waa  only  of  shor  on.  Misunderstandings  arose,  in 

h   Caroline   played  a  leading  part,  and   the  fn 
quickly  .liss,  -r  a  link  while  Berlin  became  again 

the  centre  under  Aug.  Wilh.  Schlegel fs  leadership,  and, 
after  that,  each  member  went  his  own  way.  The  future 
career  of  the  two  brothers  possesses  many  interesting 
chapters,  in  part  outside  the  realm  of  our  inquiries.  The 
revolutionary  spirit  \\hieh  had  marked  their  earlier  years, 
especially  those  of  Fried.  Schlegel,  became  calmer,  and 
activities  in  the  main  more  practical.  In 
Friedrich's  later  life  we  can  trace  two  tendencies,— one  of 

!i  led  him  into  mysticism  and  Roman  Catholicism,  the 

•-.  into  studies  of  the  literatures  of  past  periods.     !!•• 

became  the  editor  of  a  number  of  journals,  devoted  to 

rests  of  the  Germanic  and  the  Romanic  past;  and 

when  the  call  for  freedom  from  the  yoke  of  Napoleon 

resounded  through  Germany,  he  also  wrote  some  patriotic 

s,   glowing   with   true   poetic   fervor,— surprising  of 
!u»  think  sopher,  critic,  doctrinaire, 

lalist,  and  scholar  There  was,  truly,  a  great  deal  of 
patriotism  in  Fried.  Schlegel  in  these  later  years  and  a 
genuine  interest  in  the  doings  of  state  and  country.  Hk 
wife,  Dorothea,  had  occasional  visions  that  Friedrich  would, 
at  some  time  in  the  future,  give  up  his  literary  career  and 
take  up  another  occupation.  "Should  Providence  give 
us  a  country,"  she  wrote  to  Schleiermacher,  "I  am 
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he  [Frifdrichl  will  tln-n  be  a  citi:  Her  visions  turned 

out  to  bo  tru.  II.-  r..und  such  a  country  in  Austria;  be- 
came a  political  pamphl. -t. •• T  and  diplomat,  and  rose  to 
high  honors.  He  di<»<!  in  l^'.i.  in  the  diplomatic  scr\i« 
of  Austria.  Aug.  Wilh.  Srhli^fl's  influence  after  the  year 
1804  was  less  felt.  He  contimu'd  in  write  a  few  reviews 
without  adding  to  his  reputation  as  a  critic.  His  con- 
tributions to  the  knowledge  of  Shakrspeare,  as  set  forth  in 
his  Vienna  Lectures,  arc  j»« -rliaps  his  best  work;  and  his 
translation  of  Shakespeare  made  his  name  popular  in  Ger- 
many. His  long  association  with  Madam*'  <!••  Sta."l  1,-ft  its 
traces  in  her  work  De  VAllemagne.  During  tin-  last  dec- 
ades of  his  long  life,  he  achieved  a  well  earned  reputation 
as  a  Sanskrit  scholar  and  orientalist.  He  died  in  1845  as 
a  professor  in  Bonn. 

"NOVALIS"   (FRIEDRICH  VON  HARDENBERG)* 

If  Wackenroder  was  the  naive  art  interpreter  of  the 
School,  Tieck  the  poet-actor,  Fried.  Schlegel  the  doctrinain -. 
Aug.  Wilh.  Schlegel  the  systematizer  and  cosmopolitan 
critic,  Novalis  was  its  prophet  and  clairvoyant. 

Novalis'  name  will  ever  be  associated  with  the  mystic 
side  of  man's  spiritual  nature.  There  was  a  mystic  strain 
in  all  of  our  writers,  simply  because  all  tended  strongly 

«Cf.    Raich,  Dorothea  von  Schleffel,  Vol.  I,  p.  17 

•We  have  to-day  no  good  edition  of  Novalis'  works.  Two  new 
editions  have  appeared  in  recent  years.  The  student  will  find  it 
necessary  to  use  both,  the  edition  of  Carl  Meissner,  Florence  and 
IxMfzig,  1898,  three  volumes  (a  fourth  volume  withdrawn),  and  the 
edition  i.f  KniHt  Heilborn,  Berlin,  1901,  three  volumes.  On  the  re- 
spective value  of  these  two  editions,  consult  us  of  Oskar  F. 
Walzel  in  Amciger  der  Zeitxchrift  fur  deut»che*  Altertum,  Vol.  XXVI, 
PI>.  L'37ff.,  Vol.  XXIX,  pp.  317ff.,  and  Euphorion,  Vol.  IX,  pp.  4.ir,flT. ; 
and  the  reviews  of  Jacob  Minor  in  Anseiger  der  Zcitschrift  fiir 
devttchet  Altertum,  Vol.  XXVIII,  pp.  82ff. 
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towards  religion  and  metaphysics:  there  must  be  a  line 
re  human  reason  stops,  and  yet  where  man, 
:»,  speculation,  or  what  not,  will 
-..juin.-s  int..  the  realms  of  the  Unknown.    Religion 
in  particular  is  in  its  essence  mystic.    Novalis1 
however,  was  profounder  than  that  of  th-  rcsjt 
roder  was  a  simple  believrr  in  th.   world  of  unseen  things; 
's  mysticism  was  acquired:  we  can  hardly  say  that 
it  was  native  to  his  mind.     He  was  changeable,  passing 
to  and  fro  from  romanticism  to  realism,  acting  his  mysti- 
cism more  than  g  it.    Aug.  Wilh.  Schlep 
at  times  close  to  th.'  brink  of  mysticism,  rarely  ever 
beyond  the  point  where  his  reason  could  not  follow.    Fried. 
Schlegel,  however,  intrlleetual  though  he 
and  more  (ai              ')  into  the  realm  of 

I.    There  was  in  this  respect  a  surprising  resemblance 

between  Fried.  Schlegel  and  Novalis.    "Your  spirit. "  says 

Fried.  Schlegel,  addressing  Novalis,  "stood  nearest  to  me 

v  efforts  to  lay  hold  upon  the  truths  of  the  unseen 

And  yet  there  was  also  a  marked  difference 

between  these  two  minds.     Fried  Schlogel  had  come  to 

recognize  the  unfathomable  world  of  the  spirit   through 

processes  of  reasoning;  perhaps  also,  we  may  say,  through 

ical  exp»  •  having  discovered  that  man's  indi- 

1  ego,  which  o<-  n  his  Berlin  period  such  a 

innt  position  in  his  whole  system  of  philosophy,  was 

th.it  tli.-r.'  was  an  incomprehensible 

\vhi.-h  oven  his  dictatorial  Irony  had  to  bow 

down  in  all  humbleness.    But  Novalis  was  bom  a  mystic,* 

nd  come  from  the  spirit  world;  lived  on  earth  to 

rm  his  duties  as  one  among  men  with  truly  human 

'.went  for  this  earth:  yet  looked  forward  to  the  time 

he  could  again  return  to  what  he  regarded  as  his 

home.      "Where    are    we    going?"    asked    he    of 

•Cf.  Pried.  Sehlegdt  J«f**dW*r</f«i,  VoL  IT.  p.  JOT. 
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Cyane    in    Hcinrich    von    Ofterdingen.      "Ever    home*' 
was  the  answer. 

Novalis  lived  in  the  world  of  the  spirit  while  still  on 
earth.  This  was  the  impression  he  made  on  all  who  came 
in  contact  with  him.  All  loved  him  for  that,  all  revered 
him  for  that.  Through  it,  he  exerted  his  influence  as  a 
poet.  It  was  a  state  of  mind  absolutely  primordial;  no 
*  affectation,  no  artificial  acquisitions,  no  intellectual  con- 
victions, no  mannerism,  it  was  as  natural  to  him  as  UK- 
glow  of  colors  to  the  setting  sun  This  was  Novalis' 
fundamental  trait,  and  is  the  key  to  his  individual  romanti- 
cism. Steffens,  who  met  him  at  Jena  and  upon  whom  li< 
made  a  profound  impression,  gives  us  an  admirable  charac- 
terization of  Novalis'  master  passion:  "There  was  an 
ethereal  glow  in  his  deep  eyes, "  so  he  tells  us ;  '* '  he  was  a 
poet  in  the  truest  sense.  His  whole  existence,  the  whole 
meaning  of  life,  was  to  him  a  profound  myth-os.  From  th<> 
world  of  mythical  existence  in  which  heTIved^the  images 
of  our  own  world  looked  out,  sometimes  clearly,  sometimes 
obscurely.  He  cannot  be  called  a  mystic  in  the  ordinary 
sense  of  the  word,  for  the  common  mystic  believes  him 
imprisoned  by  the  world  of  senses,  seeking  behind  it  a 
profound  mystery,  which  is  to  reveal  to  him  his  tru<» 
spiritual  being  and  liberty,  but  to  Novalis  this  sacred  realm 
beyond  was  not  an  unsolvable  mystery,  butjns_  original 
home,  clearly  perceived  by  him :  from  here,  he  looked~out 
upon  the  world  of  the  senses  and  judged  its  relations 
This  mjitkos,  instinctively  a  part  of  his  nature,  opem-l  to 
him  the  secret  doors  of  philosophy,  the  sciences,  the  arts, 
and  the  minds  of  great  men.  The  wonderful  charm  and 
>dy  of  his  style  were  not  tho  rr-sult  of  study,  but  the 
natural  expression  of  his  being;  therefore,  he  was  as  muoh 
nt  homo  in  the  scientific  world  as  in  the  world  of  poesy, 
and  the  profoundest  thoughts  could  no  more  conceal  their 
relationship  with  the  fairy  tale  than  the  most  fantastic 
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conceal   it*  meaning*. '"    Fairy 

'         •     We  Cannot  ,-hara.  lit.-rary  prodneta  better 

fH'm  all  .-IMS.    Even  hi*  epigram 

have  a  fairy  talc  Schlegel  wrote  epigram*, 

-el  and  Schleiermacher  and  Can.i 

there  ia  a  diatinguUhinLr  atmosphere  about  tboae  of 

ilia,  a  peculiar  Mm.  -i|,-  !>.  n-  an<l  the  beyond 

"tin.l  n»  the  wrifm^s  of  th«-  Hth.-rv     What  he  taya  it 

«li« lactic,  not  polemic,  rarely  theoretically 

lative,  even  iphyxical:  but  essentially 

poe{i«'.    pn»phi-ti»'.    it  of    spiritual    things,    re- 

tual    n  !  ;.si.    imfiiMing  gymbolir 

inps  s  seen  and  nniieen.    He  waa  mjatle 

heejMMe  mygtJC.    ^The  acme  Of  poe* 
one  of  his  opiprr  ->  much  in  common  with 

my atieianL  -f  th*>  unknown 

nfi«l  sterion*  >r«w>ntK   the   j 

•  •nRT  of  pootn-  is 
to  the  religions  MOBB.  the 
•ena< 

trihution  to  the  romantieian 
<»olor  to  the  School'* 

M.'h  it  \v..iiM  nnt  p.vwoss  otherwiae.    It  girea 

•  which  is  unquestionable;  thongh  we  may 

•imon  miss  it  in  tho  inrlividual  writing*  of  the  other*. 

alism   does  not  *how  itself  in   the   form   of 

It    is    never   aggressive       Tt    never   assumes    the 

in  the  case  of  Fried.  Schlegel. 

Smits  from  the  start  to  hieher  influences.    Even  when 
be  rejoices  in  t!  ^ers  of  the  imagination  it  i« 

re  enjoyment  in  that  power. 
sake  of  establishing,   through   that   power. 

Stetaft,  Wa*  (eft  erlebtr.  TV.  pp.  StOff. 
Tf     VoTtlii'  work*  (Meismer)  TTT.  pp.  W  27;  neObara 
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important  relations  between  his  own  mind  and  the  mind 
of  the  world.  Irony,  in  the  Schlegelian  sense,  is,  ther< 
excluded.  He  also  n  jnic.-s.  like  Tirrk,  in  individual,  port  it- 
moods,  but  he  never  uses  them  as  mere  playthings,  as  was 
so  often  done  by  his  less  serious  friend.  Tieck  played  with 
his  moods,  but  Novalis  attached  to  them  a  profound  nn-;m- 
ing.  They  were  to  him  important  messages  sent  from  the 

:ul  <>f  his  inner  1 

Novalis  met  Tieck  in  Jena  in  1799.  This  new  friendship 
was  a  godsend.  He  had  not  many  friends  who  understood 
him.  Not  even  Fried.  Schlegel,  who  for  many  reasons 
stood  very  close  to  him.  was  a  friend  after  his  own  heart. 
"Beware  of  Pried.  Schlegel !"  he  wrote  in  his  diary.  But 
here  was  Tieck  with  his  gentle,  poetic  nature.  Softly  In- 
played  with  his  moods  upon  Novalis'  susceptible  heart- 
strings. He  also  talked  to  him  of  mystic  things,  and 
recommended  the  works  of  Jacob  Bohme,  of  whose  mystic 
teachings  we  find  so  much  in  Novalis'  works.1  "My  ac- 
quaintance with  you,"  he  writes  to  his  new  friend 
thereafter,  "has  opened  a  new  chapter  in  my  life.  .  .  . 
No  one  yet  has  moved  me  so  gently,  and.  at  the  same  time. 
in  so  many  different  ways  as  yon.  Nothing  that  is  human 
is  foreign  to  your  nature.'1*  And  in  a  lat«  r  ].  it.  r:  "Hein- 
rich  von  Ofterdingen  is  the  first -fruit  of  that  poetry  newly 
awakened  in  me  in  which  your  friendship  rendered  TIM-  th< 
greatest  service.  ...  I  now  read  Jacob  Bohme  system- 
atically, and  bejsn'n  to  understand  him  as  he  should  !><• 
understood.  I  am  triad  to  have  become  acquainted  with  his 
works  throuprh  you."'  We  can  see  that  there  was  a  dis- 

*Cf.  Edorheimor,  Jaml  T^n'hmr  un<1  dif  Jtomantil'fir,  TT>idplb<»rK,  1904. 

•Of.   Holtoi,  Brief  an  Tieclc,  Vol.  I,  p.  305. 

•Of.   Holtei,  Brief  an  Tieclc,  Vol.  Tt  p.  306. 

It  is  important  to  romombor  that  Novalia  knew  Bohme  before  Tieck 
called  his  attention  to  his  works.  Of.  also  Novalis'  poem  An  Tieclc, 
in  which  Noralis  calls  Tiock  tho  heir  to  Bohme 's  spiritual  treasures, 
and  the  modern  herald  of  his  works.  It  is  a  most  generous  eulogistic 
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'uence  exercised  by  Tieck  upon  Novalia,  and  fit 

nee  was  only  ..no  of  personal  contact.    Tieek  wit. 

only  an  external  initiative  force,  the  baton  of  * 

\vhat  coarser  alloy  that  struck  the  silver  bell     S< -hldar- 

macher  said  somewhere  that  it  is  a  mistake  to  think  that 

he  who  believe*  in  the  Bible  is  the  most  religious,  but  "he 

uh<>  can  get  along  without   ti><    I  Mile,  who  could,  if  be 

himself."    Tiook  needed  spiritual  support, 

and,  if  h.-  could  im t  get  it,  would  fall  into  scepticism  and 

'•Ten  play  with  sacred  things;  but  Novalis  depended  not 

support — the   living   sprinir    was    within    him. 

,ve  may  find  a  vn-  intlueneea:  Plato.  Fichte, 

-,  Bohme,  Schleiermacher, — Novalis*  spiritual  na- 

-  independence. 

What  Novalis  found  within  the  esoteric  realms  of  his 

ritual  lit'.-,  the  great  treasure  house  of  spiritual 

'•is  and  values,  shaped  itself  in  his  mind  in  the  form 

iinairinativ-'.   syinhnlir    pi.-tur.-.    the  picture  of 

Ion."    Throughout  his  works,  in  one  form 

r.  in  on.-  reference  or  <  maiden. 

Novalis'  wh.  '  philosophy  is  •  •••nipn-wi'd  in  it      Thi«« 

sa  of  Sais"  and  also  "Rosenblutchen" 

nge  von  Sais  (17 

\ovalis'  J7ymn«  to  1kr  Sifjkt  (1798- 
ithilda.  Qyane,  Xulima.  in  his  TJ-  •*  Oftfr- 

300)— they  nil  w.-iv 

We  shall  see  later  on  what  this  mvst<-rions  maiden  was, 
py  was  the  man  who  eonld  find  h«-r.  ami  lift  h«»r 

task  was  as  difficult  a  performance  as  it  was  for 

;val   t-»   fin-1   tli.-   II. -lv    Ghnffl       IV»   this  maiden  was 

tnal  nature  in  man.  which  he  had 


ta  which  Novmli»  pajii  hit  friend  In  this  poem;   w*  who 
Tirrk  ar»,  however,  not  w  r*adr  to  IMT*  the  rwlit  to  Mtirriy  te 
hi*  h  !  that  Nonlis,  not  TMk,  wm  BShme't  rlfMM 

Wr  and  herald. 
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lost  when  he  was  driven  from  Paradise.  To  point  out 
to  man  the  way  back  to  Paradise,  to  his  lost  kingdom,  was 
lis'  poetic  mission.  There  is  a  possibility  of  finding 
her  again,  for  there  is  in  every  man  something  which  \varns 
for  her  love,  an  mm-r  v<»icr  ^-iitly  calling;  a  secret  power 
which  draws  him,  and  by  which,  after  many  trials,  and 
infinite  struggles  and  perplexities,  through  pain,  suffn 
and  disappointments,  he  will  finally  reach  his  goal— it  is 
the  romantic  Blue  Flower.  Bohme  knew  also  this  flower, 
and  had  recently  revealed  it  to  Novalis.  Bohme  tells  us 
that  it  grew  in  the  rose  garden  of  Paradise:  "The  way  to 
this  flower  is  not  far,"  he  says,  "he  who  finds  it  may  not 
reveal  it,  nor  can  he;  for  there  is  no  language  that  can 
name  it.  Nor  can  any  find  it  without  the  flower's  consent; 
however,  it  will  meet  him  who  fervently  seeks  with  a 
maiden-like  spirit.  Then  you  will  say:  'That  must  be 
God!1  No:  it  is  not  God;  but  it  is  God's  friend. " 

It  was  unfortunately  not  granted  to  Novalis  to  tell  us 
all  about  this  flower  in  God's  garden.  While  he  was  filial 
with  its  divine  fragrance  and  inspired  by  it  to  writ*'  his 
Heinrich  von  Ofterdingen,  he  fell  ill,  and  died  of  consump- 
tion, March  25th,  1801.  Fried.  Schlegel,  who  h;M<n«l 
from  Jena  to  his  bedside,  testifies  that  his  last  hours  were 
illumined  by  an  indescribable  joy. 

«Cf.  Bohme,  Von  den  drei  Prineipien,  Chapter  XTTT,  8nl.<li 
24ff. 
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TWO  ROMANTIC  WOMEN 

iTHEB  Dorothea,  the  more  retiring,  nor  Caroline,  the 

.1,  of  the  two  leading  romantic  women  added 

anything  of  distinctive  character  to  the  romanticism  of 

th'    School  as  a  literary  movement.     They  were  authors, 

they  wrote  was  done  not  so  mu«-h  in  response  to 

call,  as  the  result  of  a  willing  service 

'•red  by  them  as  literary  helpmates  to  their  husbands, 

)i  and  Aug.  Wilh.  Schlegel. 

Yet  the  personalities  of  these  two  women  are  inseparably 

linked  with  the  history  of  the  School,  because  they  became, 

by  virtue  of  th.-ir  superiority  <>f  mind,  notable  female 

figures  in  whom  the  romantic  ideas  of  faun!  »und 

••sting  exemi  n;  and  in  reading  about  this  life 

we  shall  be,  in  part,   reminded  of  the  private  lives  of 

Hey  and  Byron. 

DOROTI11 

\V1  .1.  Schlegel  met  Dorothea,1  she  had  been  mar- 

e  her  nineteenth  year,  to  Simon  Veit,  a  It- 
banker.    He  was  a  thoroughly  good,  honorable,  ami  right- 
miml.'il  man;  yet  the  marriage  was  not  a  happy  one      It 
was  entered  into  merely  for  economic  reasons,  in  compliance 
with  th.-  wishes  of  Dorothea's  father.    There  was  a  tl 
ence  of  temperament  between  husband  and  wife  which 

•Her  real  name  wai  Brendcl;  but  tinee  FraUri*  had  emlWd  tar  !• 
his  «say  On  PMo*>pky  (1798)  DorotlMS,  sW  ha 
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not  be   bridged,      hcinih.ji  was  a   \v<>!  rare 

intrllrctual  ^ii'ts.  in  r\cry  respect  the  worthy  offsj* 
of  her  father,  the  philosopher,  Moses  Mendelssohn  ;  whereas 
her  husband  was  a  plain  business  man  with  a  plain,  every- 
day mind.  It  was  easy  in  those  days  to  obtain  a  divorce, 
and  Dorothea  had  often  thought  of  applying  for  one.  But 
she  resolved,  l«>i  the  sake  of  her  father  and  her 
two  boys,  not  to  take  this  step.  However,  in  1797,  Fried. 
Schlegel  appeared  in  Hn-lin.  He  was  intmdun-d  into 
Dorothea's  social  circle,  which  was  presided  over  by  a 
number  of  cultivated  women.  The  two  met,  their  hearts 
and  heads  responded  in  sympathetic  concord,  and  a  quickly 
growing  love  soon  united  them.  In  December,  1798,  after 
much  vacillation  on  her  part,  Dorothea  was  divorced  t'mm 
her  husband  by  due  process  of  law.1  Had  she  thereupon 
become  legally  married  to  Friedrich,  and  had  Fried  rich 
not  written  his  Lucinde,  matters  would  not  have  been  so 
bad.  But  instead,  in  compliance  with  Fried.  Schlegel  's 
ethical  principles,  no  marriage  contract  was  entered  into. 
Still  worse,  Fried.  *  Schlegel,  inebriated  by  love  dreams, 
too  rash  in  the  practical  application  of  untested  moral  and 
aesthetic  principles,  made  his  new  wife  the  heroine  of  his 
novel,  Lucinde,  in  which  his  past  immoral  experiences  with 
women,  and  his  enjoyment  in  the  pleasure  of  sex,  were 
laid  bare.  This  whole  matter  has  to  be  separately  studied 
and  nicely  weighed  before  judgment  can  be  passed.  Th'-n- 
is  no  doubt  that  Dorothea,  who  shared  her  husband's 
ethical  principles,  must  take  upon  herself  some  of  the 
condemnation  which  history  justly  pronounces  <m  this 
affair,  and  which  the  code  of  established  morality  will,  at 
all  times,  support.  When,  however,  we  have  once  fixed 
the  degree  of  blame,  Dorothea,  from  this  time  on,  will 
grow  steadily  in  our  esteem.  The  best  evidence  of  her 
character,  of  her  womanly  parts  as  wife,  mother,  and 
KJf.  Lettert  to  Brinlcmann,  in  Raich,  Vol.  I,  p.  160. 
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•  ivllectual  qualities  ig  contained  m  a 
sent-  *  Babel  1  leutcus  UrcaUuu, 

Tieck  iMierw,    Uu«Utv    vun 

.maim.  ilar,  to  her  husband,  Fried. 

Schlegel,  an  -i  vo  tons,  Johannes  and   1'hdij. 

These  letters  prove  her  to  have  been  a  woman 

of  our  highest  respect.    Two  leading  traita  of  ber 

stand  oat  above  all  the  teat,—  high  courage  and  indestructi- 

ble fa  s*.    She  left  the  houae  of  a  well-to-do 

and  joined  hen*  love's  sake  only,  to  a 

literary  man.    She  left  a  calm,  serene  retreat  for  a  scene 

iblea  and  hardships.     And  yet,  while  out  in 

the  world.  in  ill.-  midst  of  its  troubles,  she  never  tlmngfcj 

with  an  undying  love,  of  her  husband 

and  of  her  sons.    She  gave  him  financial  support  by  her 

own  literary  work,  she  comforted  him    in   troubles,  she 

vd  to  the  fullest  extent  into  his  varied  intellectual 

she  guarded  him  against  the  selfishness  of  the  world, 

she  assist,  -d  him  by  pra.-l  i.-.il  a-lvi.  .  .  ^.^-  |0f|  -i  ;      .   I   •;.    . 

ever-increasing  love  as  years  went  by,  she  gave  him  strength 
and  courage  and  hope,  without  which  he  -would  not  have 
been  enabled  to  do  the  work  he  did.  When  she  speaks  of 

him  in  h.-r  l.-tters  to  his  fr  •  is  only  \\  ith  the  greatest 

and  in  iffhest  terms.     It  is  "der  heilige 

uftko  him 

writt.-n  mi   th.-  tal.l.-t  of  In-r  hoart   in  the  early  yem 
r  niarrii-d  lif.«.    She  recorded  them  in  h«-r  diary,  and 
list  read  them:  — 
1  f  I  shall  succeed  in  my  efforts  to  be  to 


1RH1.  two  TdhuMS. 
«Cf.   Her  l*tt*n,  Vol  I,  pp.  16  a 
•Cf  .   Her  Lfttert,  VoL  I,  p.  150. 
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Irieh  a  ti  ft  .  that  is,  to  be  in  linn 

all  that  the  needs  of  his  nat..  .ire. 

"This  is  ODfl  "f  my  aims:  ..-r  is  to  earn  by 

literary  work  enough  so  that  Friedrich  need  not  write  any 
i'«»r  a  living."1 

These  principles  she  out  to  the  best  of  her  ability. 

She  adjusted  herself  to  his  whole  nature  to  a  remarkable 
degree.  In  doing  so  she  was  not  slavishly  dependent  UJH.II 
him;  she  was  simply  so  admirably  attuin  <i  t<>  ins  >piritual 
life  that  her  action  naturally  followed  from  tin-  harmony 
of  this  adjustment.  She  was  to  him,  in  very  truth,  that 
other  spiritual  half  which  his  philosophy  of  a  "complete 
humanity, "  of  which  we  shall  learn  more  hereafter,  re- 
quired. The  word  "comrade"  meant  to  express  this  con- 
ception. Through  this  harmonious  union  she  exert 
direct  influence  on  him,  a  gentle  influence,  which  she  tried 
to  hide  even  from  herself.  "It  is  well/'  she  said,  "that 
women  conceal  the  influence  they  have  on  their  husbands, 
not  only  before  them,  but  also  before  other  people;  it  is 
still  worthier  if  they  profess  not  to  know  of  any  influence; 
and  it  is  truly  noble  and  pleasing  in  God's  sight,  if  they 
actually  suppress  any  knowledge  they  may  have  of  it.1 

In  1799,  she  followed  him  to  Jena,  and  from  this  time 
on  she  began  to  be  active  in  literary  matters;  not,  however, 
to  gratify  a  personal  ambition,  but  to  show  herself  a  wort  hy 
"comrade"  to  her  husband,  and  to  assist  him  with  the 
proceeds  of  her  labor  "to  earn  bread  in  all  humbleness 
until  he  can  do  so  himself."  She  wrote  her  novel  Floren- 
tine, (1801) ;  some  poems;  critical  reviews  for  the  Athenae- 
um and  the  Europa;  she  made  some  translations  from  the 

«Cf.    Her  Letters,  Vol.  I,  p.  91. 

•Cf.    Her  Letters,  VoL  I,  pp.  254ff. 

At  times  we  feel  strongly  that  she  would  have  rendered  greater 
services  to  her  husband  if  she  had  not  suppressed  her  own  personality 
so  unduly. 
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tuuwg  these  the  story  of  Mcrltn  tk* 
ladame  de  SUci  M  C'unmie;  and  A 
lion  from  a  Cologne  dialect  of  the  fifteenth  centur. 
the  story  of  Lot  her  and  Motor  (1805).*    Unselfish  as  her 
•vss,  what  ahall  we  aay  of  Dorothea's  complete  self- 
effaoement,  when  we  learn  that  these  works,  excepting 
some  poems  and  some  reviews,  were  published  under  the 
name  of  Frtedrich  SchlegeL    Some  of  these  writings  be- 
came a  permanent  part  of  Friedrich'*  collected  works,  and 

and  Mailer  may  be 

i    translated   into   English   in   the   Bonn  edition  of 
s« -hi. -gel's  collected  works. 

M..Y.-I.  l-'l.,re*tine,  belongs  to  the  same  class  as  Tieck's 

Sternbald  an  Schlep  «de,  and  those  other 

romantic  novels  which  have  tin -»r  prototype  in  Goethe's 

Mei*ter.    It  is  an  "Ich  Roman,  portrays 

-ra.Iual   and   harmonious   growth   of   the   hero's   in- 

divi.lualit  y.    Dorothea's  work  stands  closest  to  the  Lucinde 

of  her  husband.    Love  an  Uhip  are  the  chief  levers 

in  t)i«  <1<  Y.  Inpment  of  the  hero's  character.    Love!    Again 

as  in  the  Lucinde  the  promulgation  of  reformatory,  ef 

m  less  garish  colon.    Despite  the  worM's 
condemnation  of  her  husband's  book,  Dorothea  did  not 
hesitate  to  write  another  book  advocating  similar  princi- 
ple*.    It  is  a  proof  of  her  sincerity,  as  well  as  that  of 
i :  an.l  »HT  unselfish,  pun  nces  the  whisper- 

ings against  her  character.    The  story  of  Merit*  and  th« 
story  of  Lother  and  Mailer  must  be  placed  with  those 
works  of  the  romanticists  that  have  contributed 
towards  the  renaissance  of  the  poetic  past.    To  these  works 
of  Dorothea  mnst  be  added  her  I>Heri,  valuable  historical 
documents,  throwing  much  light  on   th<-   history  of  the 
mti.-  Srh.M.l  .luring  it»  best  years  at  Jens  and  also  on 
r   life  of  her  husband,    ( 1802-1819 V     Tory  are 

•Cf .  Ddbel,  0orol AM  8cM**,  p.  lift.  • 
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\\niten  in  a  sprightly,  spicy,  humorous,  witty,  am •<•<!,, ti«- 
style,  and  make  very  interesting  reading. 

In    IMIL'    Knrdrich  and  Dorothea  N\>  lly    married. 

Prom  1802  to  1804  they  lived  in  and  here  (iN'l 

she  was  baptized,  and  accepted  Protestantism  In  April, 
1808,  both  she  and  Friedrich  entered  the  Roman  Catholic 
ehuivh.  An  extraordinary  step  taken  not  merely  for 
aesthetic  reasons,  as  sometimes  said,  but  embracing  a  lull 
acceptance  of  the  Roman  Catholic  faith.  Already,  mm -h 
earlier,  Dorothea's  mind  was  occupied  with  Roman  Catholi- 
cism. "If  I  become  a  Christian,"  she  wrote  in  June.  1800, 
to  Auguste  Bohmer,  "then  it  will  be,  under  all  circum- 
stances, of  the  Catholic  faith."  As  far  as  Dorothea  is 
concerned,  it  was  certainly  an  unqualified  surrender.  In 
the  case  of  both,  this  step  was  fraught  with  serious  < 
quences.  For  it  meant  a  surrender  of  the  very  freedom 
for  which  the  romanticists  had  fought  so  dearly.* 

CAROLINE 

Caroline  was  an  entirely  different  personality — in  looks, 
in  character,  in  mind,  as  woman  and  wife.  Dorothea  was 
most  unprepossessing  in  appearance,  Caroline  femininely 
fascinating;  Dorothea  yielding  and  self -forgetful,  Carol  un- 
manly and  independent.  Herein  lay  her  great  power 
over  intellectual  men:  she  had  the  fascinating  graces  of 
womanliness,  linked  to  virile  powers  of  a  masculine  mind. 
This  was  her  weal  and  also  her  woe.  Schelling,  her  last 
husband,  speaks  of  her  as  a  rare  woman,  having  the  large- 
ness of  soul  of  a  man,  the  keenest  intellect  combined  with 
the  softness  of  the  most  womanly,  most  tender,  and  most 
loving  heart.  "Such  a  combination  of  qualities  will  never 

«Cf.   WaiU,  Caroline,  VoL  I,  p.  293. 
«Cf.   Her  Lctteri,  Vol.  I,  p.  261. 
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occur  HK  helling  waft,  however,  mo»t  furtunaUj 

»tf  her  at  a  time  when  these  trmiu 

aded.     They  ,u  alwayi.      In 

year*  of  her  life  ahe   waa   gen  .ng,   affectionate, 

possessed  of  many  feminine  charm* ;  but  al- 

inconsiderate,  iwayed  by  that  directness  and  insistence, 

go  ao  often  with  an  independence  of 

therefore,   diaparate   impreasiona   upon 

Be  hell  ing  wan  right  when  he  aaid  of  her  that  ahe  waa  a 
"UM.  ;  lous  being,  whom  one  had  to  lore  entirely  or 

it  all  ice  theae  two  trait*  appeared  separately 

at  tinV.-tvnt  times,  she  made  friends  and  •wmH't,  and  waa 
led,  in  the  course  of  her  life,  into  many  ^nmptdft  and 
many  ways  that  differ  from  established  codes  of  morality 
an<l  accepted  respectability  At  times  ahe  simply  had  her 
own  way.  There  is  much  that  can  be  said  against  her  and 
inui'li  for  her. 

Caroline  was  born  in  Gottingen,  in  1763,  the  daughter 

•rofessor  Johann   David  Michaelis,  the  Hi.dttgnUK^ 

German  Oriental  tin?  age  of  twenty-one,  ahe  was 

married  to  Dr.  Bonnier,  a  physician.  who  lived  in  Clausthal, 

in  the  Han  Mountains      In  1788  her  husband  died,  and 

n  she  returned  to  her  father's  house  at  Oottingen. 

ug.  Wilh.  Schlegel.    In  1792  ahe  went  to 

/.  on  a  visit  to  her  old   friend   Therese,  who 

married  to  George  Forster.    Forster  had,  of  late, 

thusiastic  admirer  of  the  French  Revolution,  and  had 

!••«!  in  Mainz  a  revolutionary  club  organised  for  the 

«*e  of  spreading  the  ideas  of  political  fredotn.    Caro- 

vas  .,ui.-kly  won  over  to  the  French  cause.    Her  views 

on  political  matters  soon  attracted  the  attention  of  the 

authorities.    She  was  arrested,  and  taken  to  the  fortress 

A**  ScMling'i  Ltben  (A  Collation  of  iMitn  «dH.  by  Ptttt) 
VoL  II,  p.  1M. 
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thence   to   Kronenberg.     Ai'tn-    m;m\     futile 
efforts,  she  was  at  length    ivlras.-d    through  the  sp 

.-ts  of  her  brother.  \vh.»  succeeded  in  interesting  the 
King  of  Prussia  in  her  behalf.  A  great  cloud  had,  in  tin* 
meantime,  settled  on  her  reputation.  The  world  was  in- 
elinrd  to  turn  against  her;  even  her  own  family  and  many 
of  her  best  friends  had  given  her  up.  To  all  appearances 
she  was  an  intriguing  adventuress,  not  only  in  mali< TS 
political  but  also  moral.  Ill  rumors  concerning  her  re- 
lationship with  Forster  were  in  circulation.  Indeed  <  ir 
cumstantial  evidence  pointed  strongly  against  her.  Several 
German  cities,  including  her  own  native  city  G<>ttm<:«n. 
went  even  so  far  as  to  pass  special  edicts  against  her,  for- 
bidding her  to  stay  within  their  walls.  Yet  when  we  read 
her  imploring  letters  written  at  the  time,  and  her  repeated 
asseverations  of  innocence,  we  are  involuntarily  led  to 
believe  in  the  truth  of  her  words.1 

One  grave  matter  remained,  however,  unexplained.  Not 
long  after  her  release  from  imprisonment,  in  a  quiet 
retreat,  she  gave  birth  to  an  illegitimate  child.  In  this 
terrible  position,  Aug.  Wilh.  Schlegel,  an  old  friend,  with 
whom  she  had  corresponded  ever  since  she  had  met  him 
first  in  Gottingen,  came  nobly  to  her  rescue.  He  offered 
to  marry  her.  His  first  plan  was  to  go  with  her  to  America ; 
but,  at  the  last  moment,  he  went  to  Jena,  having  received 
through  the  assistance  of  Schiller  a  call  to  the  university 
at  that  place.  Now  that  she  was  the  wife  of  Aug.  Will). 
Schlegel,  social  objections  were  quickly  silenced;  she  was 
received  by  his  friends,  and  her  past  history  was  soon 
forgotten. 

Here  in  Jena  a  new  chapter  opened  in  her  life.  She 
became  her  husband's  literary  assistant,  reviewer,  and 
r-ritie,  from  1796  to  1800,  the  flowering  years  of  the  Ro- 

*Ct.  Especially  the  letter  written  to  Meyer  from  Kronenberg,  June 
1793,  Wait*,  VoL  I,  pp.  123ff. 
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mantic  School.     Thia  assistance   is  testified  to  by  Aog. 
Wilh.  Sohlegel  himself.1    How  many  of  her  idea*  actually 
paased  into  her  husband 'a  works,  we  cannot  exactly  tell, 
few  eaaea  we  possess  positive  proof.    She  also  misted 
him    m    his  translation   of   Shakvpeare.'     She   likewise 
red  assistance  to  Fried.  Schlegel,  who  frequently  sent 
his  manuscripts  from  Berlin  to  Jena  for  advice  and  ap- 
il.    Sometimes  she  altered,  and  sometimes  she  struck 
nut    whole   passages.     When   Friedrich   was   writing   his 
>«fr,  he  valued  some  of  Caroline's  corrections  so  much 
he  caused  some  proof  sheets,  which  had  gone  into 
press  before  her  corrections  had  come  back,  to  be  re- 
printed.* 

She  assumed  yet  another  important  function.    She  be- 
came the  hostess  of  the  household  of  the  Romantic  School 
tin  ring  its  abode  in  Jena,  and  the  lady  of  a  drawing-room 
fn-«|Ui-MtiMl   »»y   many   wits   ami   savants   ,,f   t)M-   tfmj       Bh 
becai  i  littl.-  while,  the  centre  of  a  sclee 

•',  where  the  great  questions  of  the  day,  in  the 

science,  and  philosophy,  were  diaonmed  and 
judged.  Many  are  the  utterances  of  distinguished  persons 
who  spent  some  hours  under  her  roof,  in  praise  of  her 
womanly  charms  and  conversational  brilliancy  aa  the 
presiding  spirit  of  that  household 

In  this  household  Fried.  Schlep  1  ami  Dorothea  took  up 

abode  in  1799.    Though  Caroline  had  corresponded 

with  Dorothea  fluently,  she  had  not  seen  her  before; 

••  had  known  for  several  years,  and.  for  a 

tinif.   most   intimately.     When  ahe  waa   in  hiding  near 

shortly  after  her  release  from  imprisonment  ••* 

was  left  by  Aug.  Wilh.  Schlegel  in  charge  of  Friedrich 

li  was  at  that  time  only  twenty  years  of  age,  with 


\ng.  Wilh.  Schtofpl'*  *<"*•»  V«L  Vn.  pp.  ML 
'  on***  mmd  Art  FrvM*,  p 

Dorotbe*'i  Lctttn,  Vol 
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a  character  yet  unformed,  while  Caroline  was  nine  years 
his  elder.  Tin-  charms  «.!'  h«-r  personality  had  a  captivating 
influence  upon  him,  as  upon  so  many  other  men.  Ho  fell 
in  love  with  !  his  feelings,  however,  under  admira- 

ble  control  for  his  brother's  sake.  What  she  had  beon  to 
him  during  these  months,  he  set  forth  later  in  the  Lucinde; 
for.  n«t  only  Dorothea,  but  also  Caroline  appear  as  charac- 
ters in  this  autobiography.1  His  love  was  not  returned, 
probably  Caroline  knew  nothing  about  it.  But  she  gave 
him  her  friendship  and  exerted — we  have  his  own  won  Is 
for  it — an  ennobling,  purifying  influence  upon  him.  "She 
made  him  better,"  so  In-  himself  testifies.* 

Among  Caroline's  papers  was  found  the  synopsis  of  a 
novel  covering  about  one  printed  page  and  a  half.  We 
may  indeed  wonder  that  she  never  wrote  anything:  with 
the  exception  of  the  literary  assistance  she  gave  to  hor 
husband,  some  epigrams  written  for  the  Athenaeum.  and 
her  collected  letters,  nothing  came  from  her  pen.'  Had 
she  made  a  serious  attempt,  the  product  would  c.-rfai nix- 
have  been  a  novel,  for  this  was  the  literary  form  most 
esteemed  by  the  romanticists.  Novalis  once  especially 
1  hor  to  write  a  novel;  perchance,  we  owe  this  synopsis 
to  this  r<  Suoh  a  novel  would  have  boon  an  ''I.-h 

Roman."  as  all  the  others  were.     We  can  easily  per 
in  tho  fow  linos  of  this  synopsis  many  traces  of  such  •elf- 
characterization.      Here   are   the   opening   words:     "Tho 
principal  fiqruro  of  tho  novel  would  be  a  woman, — a  woman 
independent  and.  at  tho  same  timo.  fascinating.     An  • 
ffoing  way  of  dealing  with  things  rathor  than  oalm  delibera- 
tion must,  at  tho  first  glance,  be  the  stronger  olement  of  her 

vorsal  Bibliothpk)   pp.  B 
•Cf.   Letters  to  his  Brother,  p.  149. 

•Cf.   Caroling  a  Collection  of  Letters,  Leipzig,  1871 ;  and  Caroline 
and  her  Friends,  Leipzig,  1882  (both  edited  by  Waitz). 
•Cf .    Caroline  and  her  Friends,  p.  55. 
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is  \\.,iil<!  be  the  coquettish  itide  of  her  natam, 
h  she  bring*  into  play  from  a  natural  jnjrnnsiUMS  of 

•n  towards  ?• 
in,  she  is  a  woman  of  dignity,  nobility,  and 

We  could  hardly  better  describe  Can* 
own  -  younger  years.  She  was  a  "ooqu«" 

harbored  within  herself  a  wealth  of  seriousness. 

Hence  she  fell  in  hence  she  could  recover  so  quickly 

Mioral  stability;  hence,  too,  she  could  exert,  with  so 

.   an    influence  for  good  upon  s  man   like 

«»  account  that  Pried.  Sehlefel  (Tires 

the   Lttcinde  corresponds  admirably  to 

s  towards 

panied  her  through  life,  becoming  more  and 
by  womanly  graces  as  years  went  by. 

Dorothea,  Priedri«-h.  Aui:.  Wilh.  S.-hl.-/  nnd 

nil  the  rest  lived  for  A  time  peacefully  and  happily  together 

at   Jena.     Suddenly  a  domestic  storm  arose:  Caroline's 

Mlity  ami  ft  ;.  began  to  take  a  different  turn. 

She  frll  -"it    abruptly  and  in  a  manner  not  entirely  under- 

and   l».T..thoa.     It  proved  fstal  to 

>«*  wan  the  following : 

n  Carol i?  Aug.  Wilh.  Sohlegel.  she 

'iot  come  alono.  hut  bnmpht  a  little  dauirhtrr  with  her 

•i.r     She  was  a  clever,  lovable  ehild. 

rl— Augiwte  was  her  name— Sehel ling  fell  in 

Hut  in   1300  August*  contracted  a  serious  illness. 

1       Overwhelming   irrief   pmntmted   mother   and 

lover:  hut  frnm  thi<  L'ri.-f  ^pranir  up  a  new  love,  a  love 

between  Carolino  and  SohHlinp.     Not  coquetry,  not  the 

aeemincr  of  I  it  was  the  flame  of  genuine 

passion.     It  was  a  grave  wrong,  of  eotirae.  and  Caroline 

Wilh    Sohlegel!    When  he  received 

'Walt*.  CdrtttM,  Tol.  T.  p.  881 
Tf.  Waitm,  CsrtlfcM,  Vol.  n,  p.  8C. 
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letters,  couched  as  usual  in  affectionate  terms   h.   little 
knew  th;it   she  was  disingenuously  coquetting  with    him. 
Indeed   sh«-    had    l»ren    doiii-^   this  all   along.     She   n 
truly  loved  Schlegel.    Some  people  were  bright  enough  t<> 
see  it.    Dorothea  saw  it  soon  after  her  arrival  in  Jena,  as 
the  following  words  taken    Ir-.m  a  letter  written   t«>   h< -r 
fi-i.-nd.   R;ihel.   in   Hrrlin.  will  show:    "What  you  told   ML- 
about  her  [Caroline]   coquetry  with  Aug.  Wilh.  s  hi.  L'<  1 
made  me  think  that  she  did  not  love  him;  of  this  I  am 
now  positively  convinced. "     Yet  Schlegel  was  not  without 
guilt.    In  Berlin,  where  he  had  gone  to  deliver  a  oonz 
lectures,  he  bestowed  his  affection  upon  another  woman. 
How  serious  this  new  attachment  was,  one  cannot  tell.     A 
divorce  between  him  and  Caroline  was  soon,  by  mutual 
desire,  agreed  upon.  The  arrangements  were  made  in  pel 
peace,  and  Aug.  Wilh.  Schlegel  acted  in  tin-  whole  matter 
with  great  dignity  and  friendliness.    Soon  thereafter  Caro- 
line  was   married   to    Schelling.      From    that    time.    h»-r 
correspondence  with  her  former  husband,  with  Fricdrich. 
and  with  Dorothea  ceased. 

Caroline  was  a  conspicuous  figure  among  the  women  of 
her  time,  but  by  no  means  a  great  woman.  German  critics 
are  prone  to  make  her  great.  Madame  de  Stael,  the  con- 
temporary French  woman  romanticist,  was  a  great  woman, 
Caroline  Schlegel  was  not.  The  frivolous  side  of  her 
nature  was,  after  all.  too  strong  in  her.  the  graver  side 
not  stroncr  enough.  She  could  be  serious,  she  also  had 
high  ideals,  and.  at  times,  asserted  them  and  nohly  lived 
•hem:  hut  these  idc;ds  were  not  powerful  enough  in 
her  to  create  a  new  world.  She  had  no  message  to  tell, 
and  therefore  she  remained  silent.  The  praise  that  "her 
refined  taste  was  law  to  the  whole  Romantic  School " 
appears  to  me  unearned. 

'Cf.   Dorothea's  Letters,  Vol.  I,  p.  22. 
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CKKKRODKR  belongs  to  that  claw  of  lew  known  writers 
wh  cmay  on  Joubert,  says 

t  shed  a  light  strong  enough  to 
the  many,  as  stars  seen  with  the  naked  eye,  they, 

are  important   links   in   literary  history,  to 
we  must  accord  the  ^5 ft  of  genius.    "Not 
rar-  iore  sp<  ved  hy  the 

geni  'i  manifests  l  m  adherence  to  what 

an  -  stimulus  upon 

capable  of  d  has  won 

a  place  in  literary  1  nostie 

hnt  tin-  ngs 

imaginative  nj  n  t.-r  nf  art. 

we    turn    t  irreat  0   lyricists   of 

Byron,  Cole- 
•s  of  the  School,  we  wish 
We  find   indeed 
f  various  kinds,  some 
ne  in  methods  of  execution; 
ir  works  is  in  prose. 
fmm  a  different 
•»t  be  altogether  the 
'?  tbese  prose  writing  are  some  which  lar 

r  In  m»n<1  that  irwh  lyrte  poMty  af  Wfl 
^Br  wn«  1  hy  German  romanti'  wriirr 

Clorth,'.  rhhn.l.  U.MH^  who  do  not  Wong  to  Uw 
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Ji  to  poetry;  they  are  art  interpretations,  some  <>f  a 
more  impressionistic,  some  of  a  more  appreciative  nntuiv. 
i  that  such  interpretations  are  entitled  i..  1..-  rail,.,] 
not  new,  for  it  has  been  repeatedly  and  ard< -ntly 
set  forth  by  many  modern  impressionistic  writers.     Our 
romanticists  also  insisted  upon  it;  and  Fri'-d.  s.-hlegel  goes 
ir  as  to  tell  us  that  "poetry  can  be  criticized  only 
poetry,"  and  that  "a  judicial  estimate  of  a  work 
of  art  which  is  not  itself  a  work  of  art  ...  has  no  rightful 
claim  to  citizenship  in  the  domain  of  beautiful  tilings."* 
Leaving  aside  for  the  moment  the  difference  between 
impressionism  and  appreciation,  and  the  relation  of  these 
two  to  judicial   criticism,   tli-  ho   little   donht    that 

this  kind  of  imaginative  literature,  if  genuine  and  original. 
occupies  a  worthy  place,  being  hicrhly  conduci  ially 

in  an  unpootio  acre,  to  keeping  beauty  alive  and  to  stimulat- 
ing literary  productivity.  As  the  plant  needs  soil  to 
in.  and  sun  nnd  rain,  so  poetry  needs  for  its  growth  a 
receptive  mind,  sympathetic  appreciation,  and  spiritual 
discernment.  Tf  there  be  no  one  able  to  feel  beauty's  spell, 
to  recognize  her  when  she  comes,  she  will,  probably.  n<  \.  r 
come.  The  Herman  romanticists  were  imaginative  creators 
*>f  beauty:  they  were  also,  perhaps  in  a  still  larger  measure, 
sympathetic  appreciators  and  ardent  discerners  of  beauty, 
who  welcomed  her  with  open  arms  wherever  she  appeared. 
Some  of  them,  as  the  two  Sohlegols.  in  particular 
Wilh.  Sohlogol.  added  to  appreciation — which  we  may 
briefly  define  to  mean  a  sympathetic  recognition  of  beauty 
— a  certain  judicial  ouality  which  pointed  more  porsistontlv 
to  dofinito  st:  f  excellence:  while  'Waokonroder.  and 

especially  Tieck  in  bis  youncrer  years,  were  satisfied  with 
an  appreciation  that  rested  merely  on  intuitive  impressions; 
nevertheless,  appreciation  pure  and  simple  was,  on  the 

«Cf.     Frindricli  SohlpjroTs  JnarnJ*rl,rif1rn.  Vol.  TT,  p.  200   (Lymim 
Pra^mont). 
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whole,  even  in  the  works  of  the  two  fl**ihftb,  the  Meat 

ible  element  of  their  criticism.     If  we  accept  this. 

Wackenroder  is  the  one  among  them  all  whose  art  inter- 

H  are  most  typical  of  the  School's  t*"^tinrhr 
Whatever  the  Schlegels  or  Tieck  may  have  added,  they 
•tand  substantially,  in  matters  of  beauty,  upon  Wi 
r's  tenets.    We  may  distinguish  between  art  .. 
•i,  \vhirh   is   I'mimlcd  essentially  on  esthetic  appreeJa- 
.  which  a* Ids  to  appreciation  a  juXcial 
esTTraate,     All  the  romanticists  were  primarily  art  inter- 
secondarily  art  critics.     We  are.  then 
•  <i    in   assigning  to  Wackenroder  this  distinctively 
•!••!:!  place. 

••  special  ii«  h  a  genuine  art  interpreter,  one 

•i  we  can   implicitly   trust,   must  possess  is  a  finely 
tempered,  sensitive  organization,  responsive  to  the  subtlest 
MI   \\ith.-ut.     Such  an  organization  Wacken- 
ha.i     Tli.  re  was  absolutely  no  ai  n  about  him. 

ngs  seemed  to  him  as  natural  as  to  have  eyes 
to  see  and  ears  to  hear.    When  he  therefore  heard  people 
talk  about  •  nationalism  as  though  it  were  something  had, 
m.ltTstand  what  they  meant    "I  don't  know 
are  talking  about."  h*  wrote  to  Tieck 
cannot  see  why  it  should  not  be  possible  for  one  to  experi- 
ence in  unwtanees  respecting  any. 

When  spontaneous  emotions  sre 
man's  bosom  whi.'h  no  one  else  before  him 
they  must  1*    for  him  at  leant,  true  and  genuine.'1 

lie  significance  of  these  words.    They 

irprise  us.    Have  we  not  heard  thorn  many 

be  lips  of  tho  impressionists  of  the  "modern " 

•1st  They  pregnantly  condemn  thrir  whole  philosophy 

Tf  these  modems  but  knew  Wackenroder.  they  wonM  gladly 

t  him  as  one  of  their  fathers.    Wackenroder, 

•Cf .   Lttttrt  to  ttMft,  Hotttt,  VoL  IT,  p.  KL 
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might  not  care  to  be  classed  with  them,  for  while  "spon- 
taneous emotions'1  made  decadents  of  them,  he  was  through- 
out sustained  by  a  high  idealism  and  a  lofty  purpose. 

Wackenroder's  sensitiveness  had  a  physiological  1 
and  pointed,  at  times,  to  n-al  bodily  weakness,  well  known 
t"  \Vackenroder  himself.  "The  excessive  sensitiveness  of 
nerves,  for  win.  h  I  have  no  name  and  of  which  I  may 
indeed  not  be  proud,  is  a  burden  to  me  in  my  intercourse 
with  others.  I  may  speak  to  the  rest  of  the  worM  in 
riddles;  you,  I  am  sure,  will  be  able  to  look  into  my  soul, 
when  I  tell  you  that  the  mere  sight  of  a  certain  man  .  .  . 
will  hurt  me  and  pain  me  in  the  real  sense  of  these  words. 
Just  to  look  at  him  will  oppress  my  chest,  so  that  I  cannot 
draw  a  free  breath. "  One  evening,  at  his  home,  \vhilo 
the  family  were  still  sitting  at  the  supper  table,  one  of  the 
company  related  the  pathetic  experiences  of  a  sea  captain, 
who,  with  a  few  faithful  companions,  was  put  by  a  muti- 
nous crew  into  a  boat  and  pushed  out  into  the  measureless 
ocean.  For  many  days  they  drifted  upon  the  sea,  exposed 
to  hunger  and  cold,  struggling  for  life  in  the  face  of 
death.  Finally,  help  came;  they  reached  shore,  and  were 
able  to  return  to  England,  their  mother  country,  to  tell  the 
tale  of  their  adventures.  This  story  so  affected  Wackenroder 
that  he  had  to  go  to  bed  at  once.  A  feeling  of  dispi^t 
with  himsolf  came  over  him  with  the  reflection  that  he  was 
living  a  peaceful,  happy  life  while  others  were  suffering 

He  felt  like  chastising  and  scourging  himself,  and  wouM 

have  actually  inflicted  the  punishment,  could  he  have  had 

the  assurance  that  it  would  have  made  him  truly  unhappy. 

,   Such  bodily  weakness  offers  opportunity  for  speculation 

.ncerning  the  validity  and  soundness  of  intensified  feelincr 
on  the  part  of  artists  and  poets.    We  wish  to  see  sound  feel- 
ings reside  in  a  sound  body,  and  begin  naturally  to  susppot 
that  where  the  body  is  unsound,  feelings  are  unsound  likr- 
«Cf.  Letters  to  Tieck,  Holtei,  Vol.  IV,  p.  232. 
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wise.    We  are,  howiv.  r,  m 

\\in.-h  we  j»roeeedouly  \uththe 


\vt*  iMiiiiinit  a  hlundrr.     '1  li,    info  III  -  -  ••!   b  ••'.•   M  •  •  • 

body  offer  peyeholo« 

denied,  however,  that  we  find  evidence*  of 
y  health,  not  only  in  the  cane  of  Wackenn 
in  i  hut  of  Novalia  and  the  young  Tieok.  Of  this  we  shall  Me 

••  above  •   becomes  noteworthy  beeauee  of  iu 

iate  as*,  tckenroder's  artistic  instinet 

These  sensitive,  " physiological"  nerve  vibration*  «lirml 

umediately  emotions  of  an  "esthetic"  nature.  "Soon 
thereafter,"  he  relates  in  the  same  1  the  idea  sng- 

weated  itself  to  me  to  embody  these  feelings  in  the  form  of 
an  ode,  an  entirely  new  kin. I  of  ode, — a  kind  that  I  nhould 

•<>  call  lyric  poems  *or'*£o;n}i/;  this  kind  having  been 
always  my  fav..ntr  speeiej."  These  lyrics,  he  telk  us, 

1.1  faithfully  <l<-pi<-t  ih«-  in  -tions  of  man;  they  should 
be  entirely  individual  <  \ invasions  and  true  to  nature; 
genuine  ontbursU  of  human  passions,  intended  to  teach 
man  how  to  value  the  human  heart;  "to  explain  man  unto 
man;9'  "to  defend  man  before  man;"  they  should  warm  the 
heart  of  even  the  coldest,  and  teach  him  in  the  most  sym- 
pathetic manner  "how  to  judge  of  those  who  feel." '  These 

s  were  to  be  his  personal  apolo^r  w'  deeply, 

his  great  defence  against  those  who  talked  ignorantly 

about  emotionalism;  they  were  designed  to  inaugurate  a 

movement  of  which  these  very  works  were  a  most  emphatic 

and  clearly  stated  pronnnciamento ;  namely,  the  romantic 

h  had  for  its  personal  mission  the  reve- 

s  <>f  the  human  heart    We  may  say 

with  th.  f  this  pmnunciamento  (in  the 

ovement  of  the  School  w«i 
started.  Son  <e  lyrics  he  left  behind ;  they  aw,  how- 

•A  letter  written  to  Tieck  in  1792,  ef.  Hotel,  VoL  I V,  p, 


\\.\(  Ki;:  iiODKH  AS  AKT-INTKKI'RKTKR 
ever,  of  miner  importance.     Il<-  \\;is  n<»t  a  I  i;  h,- 

'•eded,  nt'\«Tthrlr>s,  in  teaching  \\liat   I 
in  the  form  of  prose  writings,  poctn-  in  nature,     "how  to 
explain  man  unto  man,"  "to  defend  man  before  man, 
44 to  judge  of  those  who  feel."    And  this  he  could  accom- 
plish  by   virtue   of   an   organization   highly   strung,   ex- 
quisitely  sensitive   to  sensuous  and  spiritual   influences, 
permitting  him  to  feel  what  others  could  only  intellectually 
perceive.    He  was  a  born  interpreter  and  revealer  of  human 
emotions. 

Brought  into  contact  with  works  of  art,  especially  music, 
his  sensitive  organization  responded  readily  and  with 
absolutely  unadulterated  genuineness.  Some  of  these  re- 
sponses are  wholly  impressionistic.  We  read:  "When  I 
abandon  myself  soul  and  body  to  music,  when  from  tin* 
quietness  about  me  all  at  once,  as  though  from  its  own 
free  will,  the  strains  of  melody  sound  forth,  rising  into 
heavenlike  incense  .  .  .  many  new  and  bright  visions  tak«- 
shape  in  my  heart,  so  that  I  can  scarce  restrain  myself  I'm- 
the  joy  of  it  all.  Sometimes,  methinks,  music  is  like  the 
bird  Phffinix,  rising  from  his  nest  with  lightness  and  joy, 
born  anew,  soaring  heavenward  midst  rejoicings,  a  glad- 
some sight  to  God  and  man.  Sometimes  I  imagine  music 
to  be  a  babe  lying  dead  in  its  grave, — a  crimson  ray  of 
light  from  heaven  gently  lifting  up  its  soul  to  celestial 
regions,  where  it  partakes  of  the  golden  drops  of  eternity 
and  of  divine  visions  seen  by  man  only  in  his  most  lovely 
dreams.  And  sometimes — how  beautiful  and  endless  are 
these  visions! — sometimes  music  seems  to  me  like  the  symbol 
of  our  life: — a  joy  short,  sadly  short,  arising  out  of  nothing 
and  vanishing  into  nothing, — it  comes  and  it  passes  away, 
we  do  not  know  exactly  wherefore  or  why.  It  is  like  a 
green  little  island  lying  joyously  in  the  sunshine,  floating 
midst  strains  of  music  on  the  waves  of  the  dark,  immeasura- 
ble ocean."  Nearly  always  there  is  a  blending  of  the 
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.    the  bilperpenOOaL      Mufth  hiB  th 

of  a  <  ho  wiuuciAii,  w  »ht«o 

sad  life  he  ha  .Viih 

i*  expectancy  he  awaiUM 

when  they  came  iawiing  i  .*h  of 

breaking  forth,  u*  it  wen-,  froiu  heaven  like  the 

sough  of  the  wind,  :  all  iu 

r  hi*  head,  he  felt  an  if  ail  at  ouee  the  wings 

I  >..ni  \M-IV  .sl-.,\ly  spmi'  lifting  him  up  from 

a  barren  earth;  curtaiu.s  uls  were  ixut  before  hit 

ul  eyea,  and  he  war  .ird  the  light  of  hcaren. 

The  preaent  vanished;  his  heart  wan  cfeanaed  from  all 

trifles,  which  art*  bu  t  the  du*t  lying 

soul's  lustrv;  th<*  stn  am  «»i  muaio  penetrated  and 

thrilled  his  nerves,  a\vakviiin;4  uith  rv.-rv  changing  mood 

ened,  he  aaw  clearly 

before  him  Km::  .1  mantle  with  crown 

on  ii-'.-i-..  .;  .:,.-iii^  in  :  made,  aingtng  praiaat 

hen  he  brh«-M  t  h.-  King  'a  eeatatic  look  and 

his  heart  leaped  with 

!K*iom.  >  of  sleeping  emotions  were 

awakened  in  his  heart,  surging 

ugth,  at  s(-i  -UH  light 

him  as  if  all  at  once  he  had 
4  down  upon  the  \\  h  clearer 

eyea,  and  \\ith  !'.-••  lings  solemn  and  sad." 


I  suppose  we  are  agreed  upon  t)u»  difference  between 

-ssionism  and  appreciation  in  mat  tow  of  pure  • 
cism,  an-  llin«  to  accord  to  the  latt.-r  the  higher 

rank.    If  not,  I  declare  myself  in  favor  of  the  latter 
the  simple  reason  that  appreciation  is  on  the  way  towards 
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judi< 

closely   allied,   b< 

nature,  and,  il%  treated  imay;:  .   will  blend  one  into 

the  other.    13ut  impressionism,  as  we  have  had  oc 
observe   abundantly    in    our  .s    to   wanton 

lisin;  while  appreciation  tiuds  its  limitation  in  the 
work  of  art  itself,  ..  .s  thus  the  .  I   i'ur 

judicial  eritk-ism.    The  one  is  purely  >ther, 

objective.    To  cite  the  words  of  M.  Anatole  France  tha 
pressionism  is  the  record  «  rtunes  oi 

life   amidst   the  masterpieces   of    the    world 
sounds  now,   after  so  many   repetitions,    \s 
nevertheless,  it  conveys  in  the  fewest  words  what  impres- 
sionism means  to  accomp  Appreciative  criticism,  on 

the   other   hand,   is   the   record   of   the   critic's 
bounded  by  the  life  of  the  literary  produet  he  u: 
to  criticize.     On  the  one  hand,  a  liberty  which  may  lead 
us  we  know  not  where;  on  the  other,  liberty  restrai 

If  we  accept  the  above  distinction,  Wackenroder  is  more 
than  .  a 


His  writings,  to  be  sure,  contain  passages,  some  very  beauti- 
ful, which  are  the  impressionistic  record  of  his  own  emo- 
tional reaction  upon  art,  the  above  quotations  belong  to 
this  class;  yet  impressionism  was  not  the  fundamental 
trait  of  his  aesthetic  teachings.  If  those  passages  are  of 
value,  they  are  so,  considered  as  imaginative  literature,  not 
as  criticism.  He  himself  would  have  made  that  distinction, 
and  what  is  true  of  Wackenroder  is  also  true  of  all  the 
others.  Art-interpretation  was  to  none  a  bare  record  of 
the  critic's  feelings.  Wackenroder  cared  not  so  imn-h  1<» 
observe  the  effect  of  the  mood  upon  him  as  to  record  the 
living  spirit  innate  in  the  work  of  art  its* 

And  this  for  two  main  reasons.    The  spirit  in  ih«- 
of  art  was,  in  the  first  place,  true  to  fundamental  ideas  of 
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. '°hint£,  u  rvcuru  of  mi  n.  -nan  itoul, 

i   i  lung*  beautii 

human  coufettti<  ii  m  itself  was  *  most  preekNM 

v  pOMiniiiimi     But  Bccoudly,  M*vf  individual,  human,  spiritual 

,0  the  romanticists  also  taught,  wa«  sanctified  b> 

th  the  divine  life.    It  was,  therefore,  doubly 

•acred.    To  interpn :  veal  thin  spirit,  was  Wacken- 

uief  aim.    To  be  beautiful,  a  work  of  art  had  to 

0  itself  humanly  genuine,  and  bear  the  authentic  evi- 
j  deuce  of  a  union  with  onhrenal  life. 

Waekenroder  knew  very  well  how  the  art  interpreter 
should  proceed  in  order  to  recover  the  beauty  of  the  work 
to  l><  him  He  had  a  definite  theory  about 

important  for  us  to-day.  The  critic  of  to-day 
has  many  resources  at  his  disposal  which  were  only  in  the 
making  in  Waekenroder 's  time.  He  hat  the  results  of  a 
whole  century  of  historical  research  before  him,  enabling 
him  to  obtain  an  accurate  perspective  of  social  and  political 
conditions  under  wh  k  arose;  of  the  narrower 

1  instances  in  the  artist's  life,  of  his  temperament,  his 
ideals,  his  motives;  of  the  various  influences  that  played 
about  the  poet;  the  many  sidelights  illumining  the  origin 
and  the  purpose  of  the  whole.     He  has  the  results  of 
Mthetic  and  psychological  studies  before  him,  which  have 
been  carried  on,  in  recent  years,  with  uncommon  zeal,  laying 
bare  the  individual  threads  of  that  intricate  webbing  of  a 
work  of  art  which,  in  its  totality,  we  call  beauty.    These 
resources  were  not  at  Waekenroder *s  disposal;  but  even 

had  been,  he  would  have  made  use  of  them  only 
xtent  for  all  that  he  was  a  diligent 
!t»nt  of  aesthetic  works.    The  main  source  of  his  art 
n  lay  within   himself,   in  the  instincts  of  his 
imagination,  which  responded  in  the  presence  of  the  beau- 
tiful \\itli  ,i  surety  and  purity  only  given  to  those  to  the 
manner  born.    And  will  this  not  always  be  the  final  test, 

IM 
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thr  ultimate  cril«  rimi  in  any  pirn'  «>!'  rritirism  worthy  of 
tin-  name?  Valuable  as  the  helps  and  aids  «.f  history  and 
a-.sth.-tic  theory  may  be,  th'.\  ter  all.  only  w  Unease* 

called  before  the  tribunal  of  "Peeling."  she  alone  will 
be  able  to  reveal  the  living  beauty  of  tin-  wmk  «.r  ari.  the 
special  delights  that  thrilled  thr  artist  \\hni  he  made  his 
confessions  to  the  world. 

We  have  of  late  years,  in  our  aesthetic  books,  theoretical 
and  psychological,  given  much  attention  to  the  th« 
how  man  comes  to  know  that  a  work  of  art  is  beautiful.1 
It  is  a  lontr  process  which  cannot  be  easily  described  in  a 
few  words.  Let  us  call  it  .v>//»/"///'<  /''••  imitation.  The 
theory  concerning  it  is  really  much  older  than  ;  lines 

thought.     Burke,  as  early  as  1752.  in  his  treat  i-c  On  I  In 
Stihlum   mnl  H<  dutiful,  hints  at   it.     Me  tells  us  of  the 
brated  physiognomist,  Campanula.  and  how  he  m. 
i:ct  hold  of  the  dispositions  and  thmi.irhls  «»t'  difVcn-nl  j. 
by  "imitating"  their  faces,  tlieir  Lresfnrcs  and  th-ir 
body.    What  should  interest  us  especially  in 
is  that  he  gave  thought  to  this  process  of  imitation.     He 
knew  well  that,  in  order  to  take  possession  <•!'  the  b 
of  a  work  of  art,  it  was  necessary  to  "imitate"  it.  not. 
however,  in  that  crude,  naturalistic  I  but 

by  entering  into  the  work  through  the  p 
by  imitating  it,  by  living  its  lii'.'  '/in.  thr 

subtle  forces  of  spiritual  sympathy. 

But  this  is  not  given  to  every  one.     It  is  a  ran-  - 
precious  power.     I  believe  that  all  great  critics,  all  great 
writers  possessed  it  in  a  lesser  or  greater  degree.    It 
part  of  the  inheritance  of  genius.     Among  the  evi.i 
we  may  find  in  this  or  that  writer,  the  follow  in-,'  passage! 
from  Honore  de  Balzac  will  illustrate  eloquently  what   is 
here  meant.     "I  could  enter  the  souls  of  other  I 


»I  myself  have  been  guilty  of  it  in  Kinfiihlunfi  ?/»</  Zumltnl. 
achrift  fur  Pbiloaophie  and  philosophische  Kritik,  Vol.  CXXVI,  p.  29. 
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r  possessed  the  famli .  -._-  ii,.-  i 

n||     \\h..|||      1     .-VlVlsrd     ||,>      ..|. 

'mysfll    !  the  derviith    m  d»ian    N 

who  assumed  the  body  and  wml  whom  In* 

>unoed  certain  \s<.rds."    Baliac  would  walk  the  streets 
aria  to  observe  the  manners  and  ways  of  the  working 
people  and  overhear  tin-  p.m\vrsaii«.ii     NAl  1  Ut.n 
these  persons  I   in.iul-d   th.-ir   lit'.-.    1    •  r  ragged 

<•!.. thui^  on  my  back;  my  t'.-.-t  walked  in  th<-ir  broken  shoes; 
tin  ir  desires,  th»-ir  wants  passed  into  soul 

passed  into  theirs.     It  wan  tli-    dnam  of  a  waking  man. 

T<>  >|uit  my  own  life,  to  become  some  oth 
igh  the  e  u  of  a  m  dty,  and  to  plav 

game  at  will,  \\.is  tii. 

what  have  I  owed  this  gift?    Is  it  aecond-aight !    Can  it 

be  one  of  those  faculties  the  abuse  of  which  leads  to 

insanity  :     I  have  never  Bought  to  disco \  • -antes  of 

1  only  know  that  I  possess  it  and  u*-  it      I 

ice  I  became  aware  of  this  faculty. 

I  have  decomposed  th«-  ,  of  those  heterogeneoua 

'imsspii  call<  i  !>!'•.  and  1  have  analyxed  them  in  a 

muni  nables  me  to  appraise  both  their  good  and 

One  evening  Wackenroder  went  to  a  public  garden  where 
a  concert  was  being  giv-  was  springtime  ami  th<» 

x  foliage  was  just  hudding  forth  fn>m  trees  and 
bushes.  The  musicians  were  seated  on  the  green  lawn 

tng  gay  and  happy  melodies.  The  people  were  in  their 
happiest  mood.  Different  social  groups  were  represent^  1 : 

-r  distinguished  gentlemen  and  ladies,  business  men, 
traders,  and  laborers,  fathers  and  mothers,  children  of 
various  ages,  young  married  couples,  lover*,  frolicking 
boys  and  girls.  This  joyous  scene,  the  sweet  tones  of  the 

Baku's  work*,  transited  by  KatatriM  P.  Womb?,  VoL 
XXXII,  pp.  60ff. 
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•liU   of   the   garden,    i  In-    in- ..in- 

figures  ui  men,  \\, .IIKII,  and  ehiidivn,  ihc  myiteriet  «>r  the 
night,  so  stiimil.it.'. |  his  senses  and  his  imagination  (as  the 
story  of  the  sea  captain  once  did)  as  to  force  his  u»th<-iie 
nature  to  the  foreground.     My  spirit/'  so  he  \M 
"exalted  by  the  nuusi  1  tli rough  the  various  physi- 

ognomies of  these  people  do\\n  t<.  the  very  heart  of  every 
one,  and  the  throngs  of  humanity,  as  they  were  s warm  in- 
by,  assumed  in  my  eyes  the  appearam.    <>i   u  stage  play 
that  I  had  u  nt  ten,  or  an  etching  that  I  had  drawn  m; 
so  clearly,  it  seemed  to  me,  could  I  discern  what  « 
figure  meant  and  stood  for,  and  could  see  that   eaeh  one 
was  what  it  was  meant  to  l><  This,  we  can  see,  is  a 

genuine  case  of  "sympathetic  imitation,"  an  entrance,  by 
means  of  the  powers  of  feeling,  through  tlie  outer  physi- 
ognomy into  the  soul-life  of  the  world,  and  a  transmutat  ion, 
through  powers  of  the  imagination,  into  the  yl<>ri<>ii>  l>em<: 
of  a  work  of  art.  lie  never  wrote  a  play,  nor  drew  an 
etching,  but  the  imaginative  power,  the  stroke  of  genius, 
which  laid  hold  upon  the  life  of  the  world  with  divine 
insight  was  his. 

This  power  gave  life  and  being  to  his  art  iiit 

i.  "Let  us  not  be  satisfied  with  mere  admiration  for 
this  or  that  great  man,M  he  said  in  another  place.  1. 1  us 
rather  enter  into  his  spirit  (hineingehen),  let  us  gain  an 
understanding  of  the  peculiarity  of  his  character  through 
sympathetic  insight  (hineinschmiegen).  It  is  not  enough 
to  praise  a  work  of  art,  to  say  that  it  is  beautiful  or 
excellent,  such  general,  meaningless  utterances  apply  to 
the  most  varied  work ;  we  must  abandon  ourselves  to  every 
great  artist,  we  must  learn  to  look  at  the  life  of  nature 
with  the  artist's  own  eyes,  so  that  we  can  say  with  him: 
'This  work  is  made  by  the  hands  of  nature.'1  Ail 
works  have  not  been  created  to  be  looked  at;  but  in  order 

»Cf.    Phantoiicen  tiler  dio  Kuntt,  Minor,  p.  66. 
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wo  may  enter  into  them  with  sympathetic  heart,  and 

lo  in  them,  and  !i\ ••  and  breathe  in  them 

\Miat  we  moat  need  to-day  in  the  domain  of  literature  u 

" jndi. -la!  inm.    Mere  impressionism  aoiBeea  not,  nor 

mere  appreciation.     We   need  critical   judgment* 

'•iam  means  to  put  thing!  where  they  belong,  and  the 

•  haa  not  discharged  his  functions  until  he  haa  done 
so.  Thw,  Waekenroder  failed  to  do:  he  b  only  an  art 
inter;  not  a  critic.  To  find  inch  a  se  should 

have  to  turn  among  our  u  rit<  re  to  August  Wilhelm  SehlegeJ, 

more  nearly  fulfils  the  needs  of  the  present  day.    Yet 

.  however  finely  equipped  in  awthetics,  history, 

ami   u li.it   imt.  how.-v.T  assiduously  intellectual,  can  die- 

charge  with  efficiency  the  duties  of  his  great  office  aa 

iry  destroyer,  preserver,  and  builder,  who  ha* 
what  Waekenroder  had— the  power  of  entering  into  art's 
works  with  a  sympathetic  heart,  of  abiding  in  then 

:  and  1>  in  th. >\\\.     These  teachings  have  in 

[them  the  lasting  qu.iliti*s  of  endless  t 

*Cf.  Waekenroder '•  Htrttn^rffitttmnff^n,  pp.  17 Iff. 
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T1ECK  AS  A  REPRESENT  ATI  \  i:  Of  TIM; 
KoM. \NTIC  MOOD 


HOWEVER  much  we  may  differ  concerning  poetry,  we  can 
all  unite  with  safety,  I  presunx .  on  the  basis  of  the 
Poetic  Mood.  One  may  prefer  romantic,  another,  classic 
poetry ;  one  the  lyric,  the  other,  the  drama ;  one  the  forget- 
fulness  of  tin-  dream,  the  other,  life's  realities:  poetry, 
if  genuine,  must  be  the  expression  of  mood.  It  may  sing 
the  ditties  of  simple  fancy,  or  depict,  in  noblest  verse,  the 
deepest  problems  dealing  with  man  and  God.  it  will,  if 
genuine,  be  in  every  case,  the  expression  of  mood.  Mood 
is  a  mental  state  sui  generis.  We  can  speak  of  it  more  than 
we  can  define  it.  We  feel  it,  but  its  •  •lusivc  qualities  do 
not  permit  us  to  capture  its  fullness.  It  is  that  sweet  state 
of  mental  equilibrium  which  impels  man  t<>  po«-tie  pro- 
duction; when  the  rigidity  of  brain  matter  relaxes,  and 
allows  the  aesthetic  stream  to  flow  forth;  when  all  faculties 
converge  in  one  central  point,  the  storehouse  of  kinetic 
and  potential  energies,  from  which  all  mental  movements 
and  poetic  activities  are  guided  ;md  control]. -d.  It  is  that 
state  from  which  arises  a  world  of  images,  which  paint 
th'-mselves  on  the  canvas  of  the  imagination  as  if  real,  or 
a  world  of  tones  heard  by  the  composer  as  dearly  as  if 
real  instruments  worn  performing.  It  is  that  sta'. 
potent  qi  of  tranquil  power,  in  which  the  poet, 

if  ever,  gets  glimpses  through  the  curtain  that  divides  the 
seen  world  from  the  unseen. 
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Acknowledging  Rousseau  as  the  father  of  the  modern 
mood,  the  German  romanticists  were,   with  Goethe,  the 
i>  <>f  the  mood  in  Germany,  joat  aa  the  Engluih 
iti.-:sis  in  Kngland,  and  the  French  in  France.     Ro- 
und Mood  are  terms  united  by  bonds 
Mood  and  emotion  joined  hands 
•srly  in  tii,-  r«>t  :i,i.  beeauae  emotion,  aa  we 

have  seen  already  many  times,  was  the  propelling  force  of 
.i-xt),,.;  we  must    at  the  same  time, 

•  1<  arly  before  our  mind  th.r  mood,  at  ita  heat, 

then  mot  inn  pure  and  simpl*-.  but  also  int« 

and  all  those  other  faculties  that  combine 
in  t!  Among  the  German  ro- 

manticists T  MG  who  unites  in  his  person  more 

of  tin-  •  •.-,•, •ntriritirs  ami  failings  and  more  of  th«-  \\inning 
Dualities  and  excellencies  which,  in  the  later  romanticists, 
s>ion  in  tho  works  of  Werner  and  Hoff- 
mann, on  tho  one  side,  and  Uhland  and  II  i  tho 
rhe  romantic  MKHK!  can,  therefore,  be  best  studied 
he  works  of 

k   was  a  poet,   not  indeed  a  poet  of  the  highest 

1  the  same;  for  he  was  fa  von 

•v  with  what  poos  to  make  port-     I  !••  was  a  man  visited 

•    what  N  in  ama; 

••...tliiiiL'  Imt  th«-  mood  objectified, 

ve  images.    The  mood  is  not  a  tabula 

nuwi.  but  will,  as  soon  as  it  nrisos.  shape  itself  in  tho  poet's 

Mint?  him  in  the  arms  of  a  peopled  world. — he 

1  so  vivid  are  these  dreams  that  they  seem 

•ho  wakofnl  'ices  of  the  real  world,  impelling 

his  pon  nnd  oopy  the  visions  portrayed  before 

r  of  produoinc   vividness  of 

Tisek 

was  '  n  lady  who  livo«l   in  TTnmbnnr.     At  th*» 

<>f  our  account  she  had  just  left  this  city,  and 
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on  her  way  to  Berlin  where  Tieck  lived,  and  where  UK 
marriage  was  to  take  place.    In  joyous  expectation  of  seeing 
her  again,  he  planned  to  meet  her  at  a  little  inn  situated 
in  a  retired  place  along  the  main  highway,  where  the  mail 
coach  was  accustomed  to  stop.     To  this  same  inn  ho  had 
accompanied  her  the  previous  year  on  her  return  to  Ham- 
burg.   He  knew  the  house,  the  surroundings,  and  the  way 
there  perfectly  well.     In  happy  anticipation  of  Hi 
preaching  moment  of  reunion,  he  hastened  along  the  high- 
way, singing  merrily,  and  reciting  poetry.     He  arrival 
at  the  inn  much  sooner  than  he  had  expected.    It  was  or 
the  right  side  of  the  road,  some  distance  back,  and  separate 
from  it  by  a  ditch.    For  a  moment  he  was  taken  aback  a 
the  sight  of  the  house,  questioning  in  his  mind  as  to  wh* 
this  was  really  the  inn  he  was  looking  for.    For,  according 
to  his  best  recollection,  it  was  located  farther  up  the  road 
beyond  the  next  village,  which  IIP  knew  he  had  not  passed 
yet.    Moreover,  it  ought  to  have  been  on  the  left,  n 
the  right  side  of  the  road;  and  yet  there  was  the  h<m^ 
answering,  in  every  respect,  to  the  inn  he  knew  s«»  w«  -11. 
TIi. -re  was  the  fence  surrounding  it.  there  was  the  familiar 
figure  of  the  stout  innkpeper  in  the  doorway,  there  were 
the  hens  picking  and  cackling.    A  mistake  was  not 
Only  one  thing  troubled  him  for  a  moment:  he  looked 
in  vain  for  the  little  bridge  across  the  ditch.     Finally  IIP 
doeidod  to  jump,  but,  as  luck  had  it,  he  leaped  too  short, 
and  foil.     Gathering  himself  up  again  and  looking  about, 
he  found  himself,  to  his  utter  amazement,  in  a  diteh  sur- 
rounded far  and  wide  by  nothing  but  fields. — the  li- 
the feneo.  the  stout  innkeeper,  and  the  hens  had 
from  sight.     It  had  been  a  vision.1     To  be  sure  thi^ 
not  a  poetie  dn>am.  strictly  speaking,  it  was  only  a  n-vived 
memory-picture;  but  this  experience,  nov< -rfh< -1. -^.  §p 

*Cf.  Kopke,  Ludwlg  Ticcle,  Vol.  T,  p.  23.1;  also  Tieck  's  works,  Vol. 
XXV,  pp.  206ff. 
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he  extra  idnem  of  Tieck  '•  imagery,  which 

gave  •  !  reams  the  appearance  of  and  explain* 

largely    >  and    his    extrnordinnry 

Aa  he  aaid  of  himself:  "  Wh.-n   ih.    mood 
comes  upon  me,  I  am  in  its  po\v.-r.     I  fall  into  a  st.t 
dreau  n-st  until  this  dream  is  v. 

•i.  as  it  urn-,  tin-  vice  of  son 

pow<  i  .1  an. I  the  mandates  h  h-- 

obeyed.  urn   he  would,   at  times  'Jem, 

rv  fused 

'*0  ac*  art  ;  \vh.-ii  h,.  finall 

Rot  what  .M.  Imt  v 

This  dn-a?!  •   had  also  a 

:  was  accustom*  a  great  deal  during  his 

.illy    in    his    «»nrlirr   y.-nrs.    these 

night dn>ams   were   most  They   threw   him 

in    whi  as  half  asWp.    half  awake. 

/tires  of  1  then  appear  hefore 

him.     Re  would,  at  times,  have  one  and  the  same  dream 

several  n  he  was  awafc 

by  a  cold  draught  of  air  passing  over  his  eyes.    Looking 

up  ho  saw  the  room   lighted,   and.  standing  by  his  bed, 

monks.  rgard,  eorpselike,  as  they  had 

from  their  graves.  ••  timo.  he  was  takrn. 

in  a  dream,  to  a  picture  pnllory.    Then*  he  m  Tgio. 

ned  up  to  him  and  said  reprovingly:    "W1 

it   tint   you   find   it  so  hard  to  diseern  what  is  true  and 

in    nrt!"     Thoroupon.   he   led   him   to   his  own 

:  revonlcd  to  him  the  inner  meaning  of  their 

beauty.      TWk   awol  .»xt    morning   much    excited. 

had  dressed  himself,  he  awaited  with  much  im- 

"  when  nre  gallery  was  open  to 

tho   pnMi^       TTo   hn^M^d    to   whore   rorrr<Tgio\   picrnm 

Mtod     Like  a  flood  of  light.  n«?  if  n  voil  hnd 

K^pkr.  lidviff  Tb  r. 
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torn  from  his  eyes,  the  meaning  of  these  pictures  flashed 
upon  his  mind.  From  that  time  he  became  a  most  ardent 
admirer  of  the  great  painter. 

Naturally,  dreams  like  these  added  materially  to  th«- 
liiprh  esteem  in  which  they  were  already  held  by  Tieck. 
He  placed  an  increasingly  high  value  on  them,  believing 
that,  through  them,  much  of  the  mysterious  work  hu- 
man's unconscious  life,  which  otherwise  would  r< -main 
hidden,  was  brought  to  light.  Night-dreams  nnd  day 
dreams  were  thus  joined  together.  Already  in  1793.  win  MI 
Tieck  was  but  twenty  years  of  age,  he  recorded  his  re- 
flections on  this  subject  in  a  very  interesting  essay  on 
Shakespeare's  Treatment  of  the  Supernatural.  "The  Tem- 
pest and  A  Midsummer  Night's  Dream,"  he  writes  in  this 
essay,  "may  be  compared  with  sunny  dreams.  .  .  .  Shakes- 
peare, who  so  often  in  his  dramas  reveals  his  intimate 
familiarity  with  the  tenderest  emotions  of  the  human  hoart, 
no  doubt  studied  the  working  of  his  own  mind  in  his 
dreams,  and  made  use  of  the  knowledge,  thus  gained,  in 
writing  poetry.  The  psychologist,  as  well  as  the  poet,  will, 
I  am  sure,  add  much  to  his  knowledge  by  investigating 
the  nature  of  the  dream. "  In  the  same  vein  Novalis  writes : 
"Dreams  are,  for  the  psychologist  as  well  as  for  the  his- 
torian, of  the  highest  value.  They  contribute  much  to  the 
advancement  and  civilization  of  man."1 


True  as  it  may  be  that  the  dream  occupies  a  significant 
place  in  poetic  production,  not  all  dreams  are  of  even  rank. 
We  differentiate.  Some  are  mere  freaks  of  fancy,  others 
of  priceless  value.  Just  wherein  the  difference  lies  may 
often  not  be  easily  told.  The  critic,  gifted  with  the  poet's 
imagination,  and  equipped  with  the  training  of  a  psycholo- 
'Cf.  Novalia'  works  (Meisroer),  VoL  III,  pp.  235  and  242. 
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gist,  could,  just  M  Tieck  tolls  us,  unravel  many  things. 
Hut  this  we  msy  say,  that  the  dream,  to  sust  *fo«, 

must  not  take  us  too  far  away  from  human  life.  Let  the 
dream  be  ever  so  remote,  it  \nll  have  its  value,  provided 
ik  itself,  in  some  fashion  with  our  own  life.  Our  joys 
as  we  know  them,  our  fears,  hopes,  longings  and  destinies 
must  he  reflected  in  it  Man  is  a  god  when  he  drams, 
a  beggar  when  he  thinks,"  declares  I  .  This  msy 

have  a  profound  moaning  for  the  poet,  provided  we  rightly 
it      Logical  processes  of  thinking  may  be  poor 
compared  with  the  poetic  dream;  nevertheless,   without 
them  it  can  never  be  a  dream  of  man  for  man. 

From  this  point  of  view  we  may  distinguish  three  periods 

leek's  development,— the  pro-romantic,  the  romantic, 

and  th«-  realistic.     Ami  in  hi*  pre-romantic  period,  we  msy 

uiah  two  phases,  the  stage  of  childlike  trnst- 

-   .Mini   I):.-  stage  of  doubt.      I!  -    literary   activities 

ho  was  sixteen  years  of  age,  with  a  little 

dream.  Die  Sommernacht  (1789),  written  in  imitation  of 

Shakespeare's    Midsummernight's    Dream.      A    spir  * 

gentleness  and  peace  and    trustfulness  runs   through   it. 

as  still  --fnl  child      Soon,  however,  he  passed 

n  state  of  agnosticism  in  matters  of  thought  and  feel- 

horrid    nipht-d reams,   and   by   fits   of 

nd  despair.     Ontaide  literarv  influences  had 

also  som-  to  do  with  the  matter       !!•    continued  to 

dream  and  write  poetry — he  conld  i  it  h«^ 

it     innvholesome    dreams.      AMallah     <  wsjl 

ti   thi*   p.-rio<l.  a  weird  stnry.   in  which  a  sweet 

through  the  evil  machinations  of  his  teacher. 

pheles.  with  fiendlike  powers  Cfftr 

!  «>f  snl.f.-rranean  spirit^  decrees.  M  into 

a  life  of  crime.     The  curtain   that  separate*  thi« 

1    from  "r  is  rent  in  twain:  yrt 

mysteries  unfolded  are  not  true  mysteries,  and  the 
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dreamt  not  a  genuine  poetic  dream.    The  world  into  which 
we  are  led  is  a  haunted  world  of  ghosts  and  demons,  \\h<> 
play  their  fiendish  tricks  in  gruesome  fashion,  calculated 
11  the  reader's  mind  with  dread  and  horror. 

William  Lovcll  was  also  written  in  this  period,  its  best 
product,  resembling  in  its  general  outline  Abdallah,  and 
being  a  psychological  portrayal  of  the  struggles  of  a  ymni<_- 
agnostic  with  the  follies  of  his  own  nature.  In  this  por- 
trayal Tieck  was  much  influenced  by  the  Paysan  perverti 
•  .stif  de  la  Bretonne.1  Born  of  a  good  family,  gifted, 
with  high  ideals  and  noble  plans,  Lovell  begins  his  career. 
Soon  temptations  come;  he  yields;  he  is  stricken  with 
remorse;  again  he  yields,  sinking  deeper  than  before;  at 
times,  he  arises  to  moral  heights,  and  forms  sincerest 
resolutions  to  return  to  the  innocent  purity  of  his  y.nniLr.-r 
years.  But  snares  are  set  for  him  by  enemies,  who  all  tin- 
while,  pose  as  his  friends,  and  who  draw  him,  more  ;m<l 
more,  into  the  depths  of  abject  crime.  He  dies  at  a 
moment  when  all  evil  influences  have  been  removed,  ;m«l 
when  a  new,  regenerated  life  seems  possible.  A  strain  of 
fate  runs  through  the  whole  story,  centering  in  Hoi  is 

character  called  Andrea,  who  surn minis  himself  with  mys- 
tery, not,  however,  that  subterranean  mystery  practise- 1  l,\ 
Omar,  but  the  claptrap  mystery  of  a  cunning  necrom;t 
a  sort  of  Capliostm.  resembling  somewhat  the  Ann-ui<  r  in 
Schiller's  Geisterseher. 

Along  with  these  outbursts  of  scepticism  and  tentatively 
psychological  quests   after  truth  he  wr  many    MS 

fifteen  realistic  stories  (Straussfeder-GescKichten),  all  of 
them  (niu,  i\«(l  in  a  satirical  vein,  and  with  an  avo\\«.l 
tendency  atrainst  the  very  recent  r'n-ities  displayed  in  Ab- 
dattah  and  William  Lovett.  The  works  of  this  period  show 
that  he  had.  as  yet.  no  important  poetic  D 

K)f.  Hawler,  Ludwig  Tieck'*  J^tgendroman  William  LoveU  und.  d. 
Payum  perverti  von  Eestif  de  la  Sretonne,  Greifswalde,  1902. 
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•  change  in>m  tip-  i>ri>rotujuitiu  to  the  romantic  p«  . 

.ill*  in   the  year  1795-iHi.     U  *u*  uiall 

measurv  brought  about  tnr-u.-ii  tip-  inlliu-nce  of  Wackan- 
roder's  ^^>hingf1  We  may  call  t^'i  change  an  awakening 
or  spiritual  rally  from  a  pogition  m  which  the  poetic  mood 

ilreain  wen-  .ng   but  delightful  play- 

^hinoa  QP  at  best.  if»t**rf^ting  payghokyiffaj  phftiMMiiftM,  to 
a  poaition  where  he,  for  the  first  time,  recognised  them 
as  of  high  vulu.-  m  the  production  of  genuine  art.  With 
tins  awukniiiig,  Ti.-.-k  IMTUIU.-  a 


.ml  lully  the  position  the  mood  occupies  in 

the  whole  scheme  of  romanticism,  we  must  bear  m  . 

that  the  movement  was  a  revolt  against  the  stereotyped 

rual  order.    To  have  moods,  to  have  psychic  states  in 

which  the  inner  life,  as  it  «  ame  into  its  own,  was  a 

;ication  and  prerequisite  of  romanticism.     We  may 
say  that  to  do  one's  best  in  the  u  r  life  must  be  an 

alternation  of  solitude  and  public  activity.  We  withdraw 
to  our  study,  and  devote  some  hours  to  thinking,  in  order 
that  we  may,  in  the  next  hour,  serve  mankind.  w,  / 
into  the  world  and  learn  of  human  nature,  and  then  with 
draw  into  ourselves  and  seek  adjustment.  We  cannot  !••• 
too  long  in  the  world,  nor  too  long  with  ourselves  :  we  need 
both.  This  should  certainly  be  the  ideal  What  we  do 
lly,  the  race  must  do  in  its  long  career.  When 
the  age  has  given  out  all  that  it  owns,  it  must  again  r» 
itaeif.  rith.-r  outside  in  the  worl.l.  «T  by  withdrawing  into 
the  study  of  its  own  iniu-r  life.  Kuripides,  Petran-h.  Rous- 
seau are  the  names  of  individuals  that  stand,  at  the  same 
for  whole  periods  in  history.  This  is  the  meaning 
of  romanticism  as  a  movement  Romanticism  is,  as  it  were, 
a  mood  long  drawn  out—  overlong  drawn  out,  by  its  very 
opposition  to  the  external  order.  Though  the  mood  of  the 

t  capable  of  keeping  himself  rightly  balanced,  will  be 
fresh  with  the  living  facts  of  life,  and,  though  quiescent, 
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will  \et  quiver  under  .iciumt  oi   ivrent  exp 

the  ruinantieist '.s   JIMMM!   an.v.s    from    a   deposit  Kin    that    lias 

Slept    too    loilg    Oil    itS    OWll    hMU  'It     too    Innjjj    over    tin- 

.•dual     things.       But    tin-    dream    was 
Mheiess,    tin-    antidote    to    tin-    pm.sniious,    Q6V6T    ending 
stir  of  life's  real  i  the  mily  means  given   to  111:111  to 

recover  his  riL'ht  relation*  \\itli  the  universe.  "Man  must 
retire  from  tin-  world  i'rom  time  to  time,"  sav.s  doethe, 
"for  the  world  with  its  buzzing  and  superficial  liic  is  a 
liindrauce  to  the  awakening  of  the  best  there  is  in  man." 
These  were  also  Wackenroder 's  teachings,  which  he  im- 
pressed upon  his  friend  in  a  manner  so  instinctive  that 
th'-ir  authenticity  seemed  unquestionable.  Like  Moses, 
Wackenroder  withdrew  and  went  into  a  high  mountain 
to  pray.  There  he  received  the  romantic  Decalogue,  th"S. 
commandments  which,  for  a  whole  generation,  became  tin- 
comfort,  support,  and  strength  of  all  faithful  believers. 
They  read  as  follows: — 

"I  know  two  mysterious  languages  which  enable  man. 
by  the  grace  of  God,  to  comprehend  things  divine  in  the 
fullness  of  their  meaning,  as  far  as  mortal  beings  can.  in 
the  nature  of  the  case,  do  so.  ...  One  of  these  languages 
only  God  speaks;  the  other,  only  a  few  chosen  ones  among 
men  whom  he  has  anointed  his  special  favorites.  I  mean,— 
Nature  and  Art." 

Anointed  favorites  were  the  poets,  guardians  of  an  art 
which,  as  another  paragraph  in  the  Commandments  reads, — 
"Unlocks  the  treasures  of  man's  heart,  turns  our  searching 
eye  into  our  own  inner  self,  and  shows  us  the  invisible, 
I  mean  all  that  is  noble,  great,  and  divine."  On  these 
precepts  the  romantic  moods  rest.  These  moods  were  not 
always  of  the  noblest  and  greatest — they  fell  often  as  much 
below  the  lofty  height  of  Wackenroder 's  canon  as  the 
moral  conduct  of  the  Israelites  below  that  of  Moses — but 
the  spiritual  basis  of  the  mood  is,  nevertheless,  defined 
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•ICM  words.  With  the  adoption  of  this  canon,  Tieck's 
language  becomes  more  deeply  tinged  with  charaeterkti- 
cally  romantic  words:  Geist,  Gemnt,  Urbilder,  Geister- 
wesen,  Diananmg,  wundersam,  wunderseltsam,  heilver- 

;end,  geheimniasvoU,  ahnungsvoU,  and  many  others,  — 
posts,  we  might  call  them,  put  up  along  the 
border-line  separating  tbe  known  world  from  the  un- 
known. 


Ill 


ten  Tieek  dreamt,  he  eared  for  n/^h>Mg  else,  woefully 
sting  patient  efforts  to  bring  his  dreams  into  contact 
life.  "The  artist's  spirit,"  he  says,  with  a  wonderful 
abandon  to  his  instincts  as  a  dream-poet,  "is  controlled  by 
wondrous  dreams;  for  every  object  in  nature,  every  living 
flower,  every  moving  cloud  awakens  within  him  memories 
.••  past  or  visions  of  the  future.  Reveries  pass  through 
his  mind  which  never  find  access  to  the  mind  of  other 
people;  the  poet's  spirit  is  like  an  ever-moving  stream,  the 
murmuring  melodies  of  which  are,  at  no  moment,  silent; 
-  breath  moves  hinr  leaving  traces  behind;  every  ray 
of  light  is  reflected;  he  needs  not  the  irksome  material  of 
this  world,  for  he  depends  upon  himself;  he  may  clothe 
his  visions  in  the  glimmers  of  the  moon  or  in  the  redness 
be  setting  sun ;  he  may  call  to  life  from  invisible  instru- 
ments tones  that  have  never  been  heard,  on  which  angels 
and  spirits  descend  greeting  every  hero  as  their  brother." 
We  may  distinguish  in  Tieck's  writings  three  kinds  of 
moods, — a  lighter,  a  more  serious,  and  a  more  mystic  mood. 
By  lighter  moods  I  mean  those  unsubstantial,  elusive, 
evanescent  poetic  states  which  are  felt  far  more  than  they 
an  perceived  intellectually,— states  which  we  experience 
in  looking  at  a  landscape,  in  listening  to  music's  gentler 

•Of.  Ttok*  JtomfeU,  Mi»or,  p.  160. 
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>im.      i  ;  •  I  he 

moods  specially  prized  !•.  >u. 

.lUflt  be  11  .•  '1  among  the  pioneers  in  (irnuanx 

who  strove  to  n  ape  as  a 

means  of  expressing  the 

of  the  landsc,  is  us  inde.  d  um  One 

i  point  to  Claud-  udseapis 

.erlands,   Bruegh  1,    Kut>ens;  arch; 

and  even   to   Theocritus.      Vet   a   long   j 
elapsed  during  which  nature  had  become  the  poet's  Cin- 
derella.   Especially  was  this  tru<  only  by 
slow  degrees  was  the  old  interest  in  nature  ened, 
coming  finally,  in  the  course  of  its  history,  to  full  poetic 
expression  in  Goethe  and  culminating  in  the  nmiani. 
Thus  considered,  Tieck  is  a  link  in  the  chain,  which,  in 
the  nineteenth  century,  developed  the  modern  landscape, 
in  particular,  the  impressionistic  landscape,  from  Gericault 
and  Delacroix  to  Manet  and  Monet. 

Tieck  was  fully  conscious  of  his  position,  and  tells 
through  the  mouth  of  one  of  his  characters,  that  it  ha<l 
never  occurred  to  him  that  a  landscape  could  be  painted 
by  itself;  he  had  considered  the  landscape  suited  only  for 
subordinate  additions  to  historic  paintings,  because  he  had 
never  before  thought  it  possible  that  lifeless  nature  c 
be  complete  and  perfect  in  itself,  and  thus  worthy  of 
artistic  representation.1    The  art  of  landscape  paint  in 
thus  raised  from  its  low  position  as  a  handmaid  to  a  place 
of  independence  and  dignity.     "While,  in  the  past,  it  was 
used  merely  for  decorative  purposes,  it  became,  now.  UK- 

*Cf.  this  passage:  "I  think  I  understand  your  views  on  landscape 
painting,  and  it  seems  to  me  you  are  right.  For  of  what  use  are  all 
these  twigs  and  leaves  to  met  this  accurate  copying  of  grasses  and 
floweret  Not  these  plants,  not  these  mountains,  I  wish  to  imitate,  but 
my  soul,  my  mood  that  has  possession  of  me  at  this  very  moment, — 
these  I  wish  to  retain  for  myself  and  to  communicate  to  other  intclli 
gent  beings."  (From  Stcrnbald,  Minor,  p.  300.) 
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.Ug  lutjud. 

ban   ,  .umiAcaj;  til   work*,   AUggestive, 

: — 

.e  the  moou  had  n.v  :  at  »haoe 

ii  passes  and  over  moist 
rroriug  il 

il  ilepna- 

ul  U.-  i-a  'Ugh  suggested  rather 

ae  hky   \\a-s  eloudies*;  the  whole 

made  the  impression  us  though  a  vast  tea  with  myriads  of 
mering  waves  flowing  g«  icadow  and  wood 

And  another  somewhat  diilVn -nt  example.    It  is  evening, 


£orgi»,  into  which  wi  ited  by  a  bright  fire 

ii,  and  we  see  a  number  ui  workmen  engaged  in  ham- 

:ig  upon  a  red-ii  wliich  sends  iU  fiery  sparks 

us.    "The  sight  was  beautiful;  all  objects 

were  covered  with  a  mantle  of  darkness:  some  masses  of 

ips  of  dross  with  a  few  straggling  bushes  here 

there;  the  forge  stood  open,  lighted  by  the  bright  fire 

;ron;  the  workmen  hammering,  the  raove- 

I  nt  tlirir  bodies,  appeared  like  a  shadow  play  illu- 

ng  masses  of  metal.     The  mountain 

tth  dark  masses  of  forest  could  just  be  seen  lying 

•i«'d  with  some  old  ruins  bathed 

On  the  opposite  side  were  the  last  reddish 

•w,  my  t  says 

aractors  that  are  Hpejricing,  4<what  would  you 

•ay  if  an  artist  shmiM  paint  this  wmi.lnuii  scene!    There 

,•  action,  no  i-lral  uifaiiing,  only  a  faint  j-lim- 

vk'i  Sttmbald,  Minor,  p.  868.    Cf.  ateo  ebapKr  OB  ••Bo- 

suuiiteim  and  Nature." 
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Jiu  ring  of  liglit,  and   a  mnl'ii  iialf-smi    lij^uivs   llial 

sway  like  shadows.  If  you  could  set  this  scene  painted, 
would  you  not  enter  into  it  with  your  whole  heart,  would 
it  not  obliterate  from  your  memory  fur  a  while  all  o 
reminiscences  of  art  and  nature?  This  mood  painted  would 
then,  as  it  does  now,  fill  your  whole  soul:  you  would  he 
completely  satisfied,  and  yet  it  would  be  nothing  else  than 
an  artificial,  almost  trifling  play  of  colors.  Yet  again  it 
is  action,  ideal  meaning,  perfection.  .  .  .  Indeed!  it  semis 
as  if  the  wonders  of  the  ancient  world  had  come  to  lite 
again,  as  if  the  cyclops  of  mythology  were  before  us,  forg- 
ing arms  for  Mars  and  Achilles.  The  whole  Olympus  with 
its  gods  comes  to  my  mind  while  looking  at  this  scene  1 
for  I  do  not  merely  see  the  things  that  are  before  my  eyes, 
but  loveliest  memories  are  awakened  within  my  soul, 
memories  of  things  that  have  slept  many  years,  and  are 
now  waking  up  and  taking  life." 

In  the  first  example  we  have  a  pure  landscape  before 
us  ;  in  the  second,  we  have  with  the  landscape  some  phases 
of  human  life  introduced:  both,  however,  are  treated  purely 
for  the  sake  of  their  artistic  effect  as  the  expression  of 
mood,  without  any  intended  deeper  meaning.  It  is  a  lyric; 
mood  in  colors,  treated  in  a  way  in  which  modern  im- 
pressionists would  treat  the  subject.  This  method  of  treat- 
ment was,  for  the  time,  something  new,  and  the  quest  inn 
was,  does  such  a  treatment  make  good  art?  Tieck  was 
Convinced  it  did,  and  endeavored  so  to  convince  his  readers. 
The  last  sentence  of  the  above  quoted  conversation  reads: 
"Indeed,  my  friend,  I  am  entirely  convinced  that  art, 
like  nature,  has  more  than  one  beauty."  This  new  art. 
this  new  beauty,  this  shimmering  of  colors,  this  symbolic 
suggestiveness,  was  the  distinctive  characteristic  of  the  n«  w 
romantic  art,  and  Tieck  practised  this  art  with  conscious 
regard  to  technique  and  style. 

*Cf.  Tieck  'n  Sternbald,  Minor,  p.  362,  ff. 
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h.in.U    of    th--    r,  •:..  .    • 


a    !»r\\    nit. TJU-.  t.. 


them 

in  tnjs  n 
\\  inch,  in 

to  take  up  tin- 


fur  the  expression  of  moods.    Their 
ite  that  taste  for  programme 
days,  since  Richard  Wagner,  hat  as- 
ositi 

the  one  among  the  group  mart  gifted 

\\ttckenroder 


Uobe  denkt  in 


Nor  in 

Albs,  WM  tie  will, 


This  love  for  music  led  Tieck  to  most  extravagant  ex  peri- 
ug  poetry      Music,  with  its  shimmering, 
eent  play  and  change  of  structural  unite, 
him  x..  ly  fitted  for  the 

mo. 


to 


aHW  kaid  somewhere^  uMi 

•lie  port,  th--  matter  was  reversed. 

ry  was  to  him  l<>\v  in  search  for  a  tone.    Recognizing 

the  great  difficulty  of  expressing  the  spiritual  fabric  of  the 

!    through  words,  he  contrived  to  combine  with  the 

•f  verse  the  characteristics  belonging  to 

He  designed  stylistic  methods  that  would  vocalize 

and  phrase. 

In  -r-i-  r  r..  understand  this  blending  of  music  and  poetry, 
we  must  «listm'_'u>h  I--?  ween  two  things:  the  leading  i 
of  th.  p.M  in.  that  is.  its  soul  or  true  content ;  and  secondly, 
ical  mood  embodied  in  rythm.  rhyme, 
and  pTirase,_  This 


•leter,  wov*.  w»*v*   |/mt»^^_ 

h  must  be  kept  separate,— an  ideational  and 

a  sensuous  beauty.     It  is  an  important  distinction.     For 

iting  the  sensuous  part  of  poetry,  namely,  ite  rythm. 
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rhyme,  meter,  and  .si..  ideul   «ni   in 1,   ils  beauty 

brrollirs    Illlleh    rllhaiierd.       To    .snlnr   ol'    US.    the    beauty    of    t  llC 

body  of  poetry  appears  §Q  ..\.  i  |M,\\, nug  that  we  see  in  it 
the  essential  part  of  poetry.     If  we  go  outside  of  \> 
into  the  spheres  of  the  fine  arts,  in  particular   mt<>   the 
sphere  of  music,  we  shall  iiiid  not  only  some  but  many  who 
hold  to  such  a  view.     It  is  the  mere  sensuous  beau; 
much  of  the  lyricism  of  Shelley,  Keats,  Byron,  the  srnsii- 
ously  alluring  play  of  the  mere  word,  phrase,  rythm,  «»r 
melody,  independent  of  any  ideas,  much  less  of  any  id. -a Is, 
tlu-ir  poetry  may  contain,  which  has  won  many  enthusiastic 
adherents  to  romanticism. 

By  manipulating  this  structural  part  of  poetry  along 
musical  lines,  Tieck  hoped  to  add  greatly  to  the  charms 
of  its  own  beauty.  This  was,  however,  followed  by  serious 
results,  which  ended  in  the  final  destruction  of  the  leading 
motif.  How  this  came  about,  the  following  words  of  Tieck 
will  help  us  to  understand:  "In  this  beautiful  body,"  he 
says,  speaking  of  the  structure  of  a  poem,  "in  this  rythmic 
flow  of  the  happy  word  and  phrase,  in  this  subtle  Might  <>£ 
sounds,  with  their  proper  rhymes  and  echoes,,  moves,  as  im 
were,  in  a  pure,  transparent  body,  the~^sQul_of  the  poem 
(leading  motif),  which  rules  and  vivifies  every  part,  and, 
because  it  is  so  ethereal  and  spiritual,  it  is.  ,m  //- 
the  beauty  of  the  body,  almost  forgotten."  Al 
gotten!  This  was  the  great  danger  to  which  Tieck  was 
exposed  in  his  efforts  to  blend  poetry  with  music.  The 
soul  of  the  poem  became  more  and  more  etherealized,  and 
was  finally,  "on  account  of  the  beauty  of  the  body,"  for- 
gotten. The  leading  motif,  the  real  ideal  meaning  of  the 
poem,  became  merged  into  the  rythmic  cadences  of  the 
form.  It  evaporated.  It  was  lost. 

What  was  left  was  only  the  form  with  its  ethereal  mood. 
Such  a  mood  could,  of  necessity,  be  only  unsubstantial,  like 
the  perfume  of  a  flower,  like  the  scent  of  the  ocean  breeze, 
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Moating  on  the  air  like  a  tout, 

iiu'  most  nmleflnable,  to  which  we  are  drawn  without 
ing  just  why.    We  may  be  able  to  dint  mi/.nsh  between 
is  and  sad  and  alow  and  rapid  and  quieting  and 
neter  and  rythm,  but  we  cannot  go  very  much 
[>a«ing  from  poetry  int..  muaie.    We  may 
\\ifh  Ticck  and  concede  that  rythm  and  rhyme  are 
!   in  man's  poetic  nature,  that  it  is  the  poet's  in- 
love  for  tone  and  melody  that  brings  similarly 
ling  words  into  significant  relation  to  one  another, 
i ay  also  sympathize  with  him  in  his  efforts  to  give  to 
of  poetry  the  quality  of  musical  melody ;  yet, 
>  love  for  music  is  emphasized  to  a  degree  which 
tigen  the  very  life  and  core  of  the  poem,  "its  leading 
ly  refuse  to  follow  him.    Poetry,  however 
•al,  must  have  a  central  core,  a  theme  of  ideas,  around 
images  cluster.     There  must  be  something  of  a 
>  be  set  forth.    We  may  even  venture  so 
s  to  say  that  formal  beauty  is  entitled  to  an  inde- 
nt position,  l.nt  this  independence  must  not  go  to 
s  to  sacrifice  the  existence  of  that  oth«-r  independent 
hioh  constitutes  the  poem  In  Tieck's  poetry 

is  a  pronounced  tendency  towards  that  sacrifice.    He 
can.  the  burden  of  having  anything 
to  say.  ami  thu«*.  at  •  -tually  succeeds  in  M 

noth  ly   a  musico-lyrical   effusion   remains.     Such 

it«>  tho  futility  of  allowing  emotionalism  to 
•  1  on  as  an  end  nnto  itself,  regardless  of  the  claims 

llectnal  nature. 

Tntorestine  in  this  respect  are  portions  of  several  Irrical 

reasive  of  moods  called  forth  by  the 

1  of  iliflVivnt  musical  instruments.    They  were  written 

for  •  .»se  of  explaining  the  meanings  of  each  indi- 

as  sensuous  sounds.    Yet  what 
can  there  be  embodied  in  the  individual  tones  of  a 
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instniment  which,  when  translated  into  words  <.f  poetry, 
would  make  v« -ry  much  sense.  Tones  do  not  permit  of  ,11 
direct  expression  of  thought,  appealing  < I i rt»ctly__to  our 
•  •motional  nature;  words,  on  tin-  oflirr  liand.  arc  made  to 
•;iou«:ht.  and.  it'  they  do  not.  they  erase  to  p.-rt'orin 
their  natural  Function  as  intcj/ral  units  of  a  literary  wholfl 
In  sonic  parK  of  these  lyrics  Ticck  succeeded  fairly  well, 
others,  however,  are  not  word-structures  but  ton.  struc- 
tures. Here  is  the  first  stanza  of  one  imitative  of  the 
tone  of  a  shepherd's  pipe :— 

"Himmelblau, 

l!rlllH>j;riiiit«>  Friihlingsau, 

Lercbenlieder, 

Zur  Erde  nieder. 

Frischee  Blut, 

Zur  Liebe  Mut; 

Beim  Gesang 

Jliipfende  Schafchen  auf  Bergeshang. " 

Each  word  is  thrown  out,  and  waits  for  its  effect  upon 
the  hearer  as  the  corresponding  tone  coming  from    the 
instrument  itself  would.     These  words  are  the  accen 
the  shepherd's  pipe  if  it  eould  speak  and  express  itself  as 
a  living  being.     Hardly  anything  is  said. 

Franz  Sternbald,  the  hero  in  Tieck's  work  of  the  same 
name,  was,  one  summer  evening,  in  company  with  other*. 
in  a  wood.  All  at  once  the  sounds  of  music  Ml  on  their 
ears.  They  listened  with  great  surprise,  wondering  whether 
what  they  had  heard  was  reality  or  only  a  dream  of  their 
imagination.  Rut  the  music  grew  louder,  resounding  me- 
lodiously through  trees  and  bushes.  It  seemed  to  st cm- 
bald  and  his  companions,  as  though,  perchance,  they  had 
unwitting  '-n  the  unknown  magic  word  that  opens 

to  man  the  doors  of  the  world  of  tin-  spirit,  and  expected 
that  now  its  mysteries  would  be  revealed  to  them.     W« 
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;pect  great  revelations.     Proceeding  nearer  to  the  spot 
where  the  music  appeared  to  cone,  they  beard  a 
t  voice  sing  a  song,  of  which  the  following  are  two 


W*ldn*6ht! 


Hirh.  jaurhrt  c|i,«  fr.-i.- 


Baum  and  Strmuc h  beta  mantarn  BebaU 

Kling*  Barquell, 

K,,h,, 

Dial 


dureh  die  KlOfto 
Plieket,  flkht  dM  Leben  K>  fort, 
Wandelt  bier,  dun  is  tot  dort, 
Hallt,  lenehmilxt  ein  luftig  Wort 


Waldnaebtt    Jagdlurt!1  etc. 


All  at  once  the  great  revelations  the  reader  was  prepared 

to  receive  from  the  spirit  world  evaporate  into  these  trivial 

is  whirh  have  hnnlly  any  meaning  whatever.    Before 

idea,  or  one  imaginative  image,  has  taken  full  shape, 

idea  or  another  image  is  put  in  its  place,  causing 

a  shimmering  or  varying  change,  not  unlike  the  music  heard 

nt  the  vaudevilles  that  float  on  the  Grand  Canal  at  Venice, 

iiny  definite  association  with  particular  thoughts 

\   mood  is  created  dimly  suggestive  of  the 

ngs  of  joyous  wistfulness  that  might  come  over  man 

r  th<K.>  .mces,  at  niirht.  in  the  wood,  surprised 

•'s  melodies. 

D  that  a  fuller  development  along 
path  (aiming  to  turn  poetry  into  music)  would  lead 
•Cf.  Tiack'B  JUrmftflU,  Minor,  p.  ITS. 
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poetry  back,  by  a  curious  circle,  to  its  first  beginnings! 

i.  poetry  and  music  were,  no  doubt,  one;  and  son 
the  tone-lyrics  sung  in   those  primitive   days,  as  historians 
tells  us,  ran  as  follows:— 

I  If.,  h6,  he*,  he\  he\  h6,  he\  he\  he*,  h6Y 
k   was  perfectly  ooueknu  of  th<-   meagre  content   of 
some  of  his  poetry.    On  one  occasion,  when  one  -  t   these 
nmsieo-lyrical  effusions  was  critiri/.-d  l.y  one  of  the  <•! 
ters  of  Tieck's  own  making,  on  the  ground  that   tin 
part  had  no  scorning  connection  with  the  first,  tin-  answer! 
came:    "I  have  found  the  connection.     It  is  a  beautiful 
one.    The  leading  thought  in  it  is  the  joyous  aspect  of  the 
world;  this  song  means  to  liberate  us  from  sad  thoughts 
and  depressions  of  spirit,  and  for  that  very  r^i^m  passed 
from  one  conception  to  another.     To  be  sure,  th 
logical  connection  of  ideas  in  it.  Imt  all  the  same,  it  goes] 
on  in  just  the  same  way  that  our  thoughts  shape  t1 
selves  in  a  happy  mood  of  joyous  contentment."      "\Vhy 
should  content   [content  of  ideas]    make  up   the  content 
[content  of  mood]  of  a  poem?"      "What  is  poetry 
music?    They  rush  past  us  with  fleeting  steps,  and  lr 
toueh  us.     Now  I  hear  the  sounds,   and   in   a   moment   T 
have  forgotten  them:  they  wore.  and.  after  all.  they 
not;  they  are  sounds  and  words,  and  T  never  quite  know 
what  they  are  to  me.    They  are  really  nothing  but  a  play- 
thin  cr.  which  each  one  handles  in  his  own  v- 

That  is  what  poetry  of  ton  was  to  Tieck  —  "a  playtlv 
Yet   again    this    playfulness    had    two    sides:  \    for 

that  whieh   caused  the  primitive  man   t  'Tie. 

he",  he\  he\"  that  .oetic  impulse,  for  sonrr-spiri' 

birdlike  exuberance,   for  the  for  mood  :   and. 

on   the  other  hand,   for  pud    f'-r   11' 


Tf.    nummo'- 

•Cf.   Tieck  'n  Stcrnbatd,  Mim, 
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ilect,  of  <  md  of  striving  for 

are  no  longer  primitive  men,  and  be  who  would  ting 

in  terms  of  human  culture.    II w  friend, 

.  waa  also  a  lover  mce, 

I-  tli,-  1  of  God,  he  had 

interest  in  poetry  that  brought  no  meaaage.    It  teems, 

iock  waa  given  to  Aaron's  tricks  of  wor- 

the  Golden  Calf  while  the  Prophet  was  in  the 


I  ii  this  estimate  of  Tieck  we  must  guard  ourselves 

st  place  it  would  be  a  grave 

t    tho    v  .'k's   poetic   productivity 

.rs  tn  this  unsuccessful  kind  just  describe  1      !!••  pro- 

tinn's.  lyric  p«N«try  «>f  hi«^h  nrd«-r.     Besides  litfht 

•loiw  moods  he  had  also  moods  of  a  decided]/ 

:*  ujitun*.     Wark. nroder's  canon  was  not  altogether 

•tten,  and  was,  from  ti< 

•  is  ntlior  influences  (Schl«  valla, 

H'rne,  and  others),    of  tlu-v,  moods  I  have  spoken 

•«.     In  the  second  place,  we  must  guard 

uni?.  of  applying  Tieck's 

lift   tO 

•M.m.l   that    tin-   writ.-rs  nf   th,«   U.-iimntic   S.-hool  had 
•«>p  purp«>s«'.  that   tli.'ir  individual  rflorts  won*,  as  it 

layod  a  -rame 

satisfy   •  nd   that 

r  of  accidents  in 

lit. -r  ry.      This  is 

TV 
greatest  d roams  nn>  the  Geiun'tva  and 

which,  as  in  a  full  orcnestrn.  nH 

-imonts  . 
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fririti.'*.   thrir  charms  and  novelties,  their  moods. 

.     their    rythmie    sound-pietiin-s    an< 
res.  thrir  sympathetic  intercourse  wit] 

naturr.  their  love  for  romance,  thrir  pantheistic  srardi 
lights.  their  wist  fulness  and  yearning,  their  religion.  thri 
spiritual  r-.  thrir  delights  in  the  arts  and  literature. 

nf  past   periods,     all  j..in   in   one  FT0**, 


>veva    (1799)    and   Kaiser   Octavianus    (1803 
dramas.    Yet  not  Melpomene  is  their  muse,  nor  her  twii 
sisters,  the  muses  of  Lyric  and  Epic  poetry,  but  anntho 
muse,  born  in  a  more  recent  century,  of  mediaeval  p 
tage;  —  it  is  Romance,  that  shy  muse  of  the  Middle  Agei 
who  was  not  tied  to  the  leading  strings  of  classic  po.-trv 
who  could  weep  and  sing,  and  tell  her  tales  all  at 
Faith  was  her  father  and  Love  her  mother;  and  this  wa 
her  lyre's  sweetest  song:  — 

"Mondbeglanzte  Zaubernacht, 
Die  den  Sinn  gefangen  halt, 
Wundervolle  MSrchenwelt, 
Steig'  anf  in  der  alten  Pracht!" 

This  song,  often  quoted  by  the  romanticists,  contain 
much  of  their  philosophy  and  much  of  the  secret  longing 
of  their  hearts.  The  magic  charms  of  the  night  stood  fo 
that  vast  realm  of  the  unconscious  and  the  invisible  ii 
whi  ch  their  feelings  had  taken  root,  and  towards  whicl 
1h«-y  stretched  out  their  arms  with  longing  desire.  Th 
niirht  was  a  symbol  of  the  prophetic  visions  which  are  opei 
to  the  imagination  of  the  poet  but  closed  to  the  nndei 
standing  of  the  man  who  lives  only  by  the  sight*  his  eye 
behold  in  the  daytime.  The  moon  sent  her  silvery  ray 
from  that  marvelous  realm,  and  peopled  the  night  wit 
dream-images  that  captivated  the  senses.  The  witcher 
thus  revived,  the  mysteries  and  wonders  chronicled  by  ma 
in  his  legendary  lore  and  fairy  tales,  the  dream-world  o 
a  poetic  past,  —  stimulated  in  their  minds  a  desire  t 

128 


Til  (  K     \\D    I  111     UOMAS  IK 

reawaken  to  new  life  under  the  guidance  of 

•i,  and  Love,  the  Mircheuv.  •  It  •  >t  i.  ygone  days.    A  dream 
>  that  once  waa  and  may  again  be  waa  the  grand 

••  of  these  two  symphonies,  the  leading  motif*  of  the 
<>th<-r  ini.i.-rl;.  in-  idraa  they  had  not,  no 

-  meaning,  n  purpose  but  Una. 

In  this  we  recognize  at  once  Tieck  aa  their  author     \Vack- 
enroder,  Novalis,  .  >r  tin-  two  Schlegela,  could  they  have 

•••n  these  symphonic*,  would  have  endeavored  U> 

a  deeper  meaning.    Such  a  meaning  might  not  have 
connected  it*  deeply  \viih  human  1 

why  and  wherefore  of  the  whole  would  have 
itaelf  in  something  more  tangible.  Tieck  could  be  serious; 
in  his  failure  to  give  to  these  two  works  a  significant 
meaning,  he  greatly  .1m  -h.-ir  value. 

•       •     :     ;.    • 

us  of  the  romantic  mood.    They  are  like  beautiful 

mosaic   decorations  made  up  of  many   variedly  colored 

;il  moodv    lyrical,   -  r.oua,  mystic.     Nearly  the 

world  \vhi<-h  tli.-  R<  >>chool  saw  in  its 

uis  is  spread  before  us,   individual  tone-images  and 

eolor-iinapro,  \\hi--h.  taken  together,  present  to  us  romanti- 

t',t>.     \\i\^-\  .i.-u.-lry  and  precious  stonea. 

is  the  lyric  song,  the  epic  narrative,  the  dramatic 

s  verse  and  prose  ;  there  are  stanzas  of  all 

uis.  in.  -i.  ix  and  rhymes  taken  from  all 

is  and  zones.    There  is  the  cradle-song  of  naivete"  and 

•nstained  pm\.-r:   loveaoi  irpassed  by  any  written 

in  tli.'  German  language;  ballads  <»f  i  primitivencw 


sporad-.-.   dramatic  scenes  of  great 

<>Onigedy  and 
in   hpUMSa   of    jx>a«yint.H   snd 
>.    in 
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forests  and  in  the  military  camp;  there  are  nature  s 
of  great  beauty;  there  are  emper  kings  and  ooonfl 

and  generals  and  bishops,  councilors,  warriors  and  shep- 
herds; there  are  witches  and  mysterious  persons;  tin-re 
are  robbers  and  giants;  there  are  Christians  and  Moham- 
medans; there  are  mystical  and  allegorical  personages! 
there  are  animals  that  act  and  speak;  there  are  wonders 
and  miracles.  Around  all  this  flows  an  endless  orchestral 
stream  of  impressionistic  beauty. 

These  many  and  divers  things  Tieck  took  and  shaped 
into  a  great  composite  whole,  which,  as  a  finished  product, 
though  representing  the  whole  School,  bears,  nevertheless! 
the  distinctive  characteristics  of  Tieck,  the  romanticist. 
There  is  the  beauty  of  lyrical  forgetfulness,  which  in  me, 
with  the  possible  exception  of  Novalis,  could  have  equalled  ; 
yet  there  is  also  the  dangerour,  ironic  jeu  d'espn 
minding  us  of  the  carelessness  of  his  younger  days.  Tin-re, 
is  the  beauty  of  an  art  which  strives  sincerely  to  over- 
come the  hardness  of  the  medium  by  trying  to  give  shape 
to  the  evanescence  of  the  mood's  spiritual  qualities,  by 
throwing  a  veil  of  vagueness  over  the  whole,  and  by  bathing 
it  in  the  charms  of  a  musical  atmosphere;  yet  there  is  also 
the  conscious  artistry  of  musical  decoration  and  metrical 
extravaganza.  There  is  religion,  speeches  by  bishops  and 
priests,  prayers  and  divine  messages;  yet  there  is  no  ethical 
undertone,  no  moral  groundwork  on  which  the  whole  may 
securely  rest, — no  great  human  problem  presented  and 
solved.  There  is  idealism  and  spirituality;  yet  no  lasting 
visions  from  mountain  summits.  And  yet  these  romantic 
symphonies  d  I'esprit  de  Tieck  are  the  work  of  a  genius; 
they  are  the  outcome  of  a  genuine,  authentic  mood.  Would 
that  Tieck  could  have  had  in  his  mood's  texture  the  fibres 
of  plain  reality.  And  yet — we  cannot  escape  this  acknowl- 
edgement— we  owe  him  much,  for  he  was,  with  his  ool 
leagues,  a  reawakener  of  the  Poetic  Mood. 
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ROMANTIC  PHILOSOPHY 

A  STUDENT  of  mine  once  made  to  me  the  statement,  that 
the  thought  it  was  a  futile  attempt  to  understand  the  Ro- 
mantic School  When  questioned  why,  he  replied  that  a 
whole  century  lay  between  us  and  them,  and  that  the 

in  mind,  in  that  time,  had  changed  to  such  an  extent 
I  as  to  make  a  complete  understanding  impossible.  Consid- 
ering that  the  historian  makes  attempts  to  fathom  the 
mental  fabric  of  people  that  lived  thousands  of  years  ago, 

answer  seemed  absurd;  yet  the  feeling  itself  of  the 
difficulty,  especially  1'mm  the  standpoint  of  a  student  of 

tun-  without  philosophic  training,  is  not  without  its 

The  Romantic  School  in  its  totality  is  not 

easy  to  understand,  largely  because  there  are  a  goodly 

unmix -r  •<:'  philosophic  seeds  sown  in  among  their  literary 

icts.  To  be  sure  we  can  read  many  of  their  works 
without  a  knowledge  of  philosophy,  nth.-rs,  however,  pre- 
sent great  difficulties.  When  we.  f«»r  instance,  open  the 

rams  of  Fried.  Schlegel  and  Novalis,  and  read  page 
page  about  the  ego  and  the  non-ego,  about  thesis, 

hesis,  and  synthesis,  about  appearance  and  real- 
alism  and  empiricism,  about  Erkenntnislehre, 

t  pantheism,  deism,  physicism,  organism,  symbolism, 

•    irony,    genius,    imagination,    allegory,   and   about 

—•I,.,  the  universe,  Qod,  the  known  and  the  unknown, 
nil  unsystematiied  and  incongrously  arranged  in  the  form 
of  short,  detached  sentences  like  flashes  of  lightning  from 
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;i  dark  \v«. rl,l  uf  mysteries,  there  are  indeed  many  difficul- 
ties for  the  beginner  as  likewise  I'm-  the  serious  student. 
It  is  not  my  intention  to  systematize  this  material,  hut 
merely  to  clear  the  way,  by  pointing  to  some  fundamental 
principles  whieh  will  be  found  scattered  here  and  then  in 
other  portions  of  this  book. 

(A)  PICHTE,  SCHELLING,  ROMANTIC 
METAPHYSICS,  AND  NATURE  PHILOSOPHY 

Philosophic  speculation  has  ever  since  the  middle  of 
the  eighteenth  century  occupied  an  important  position 
in  the  spiritual  fabric  of  the  German  nation.  Like  music 
it  lies  embedded  in  the  nerve  centres  of  the  German  mind. 
This  was  especially  true  at  the  time  of  Kant,  Fichte, 
Schelling,  Hegel.  These  great  German  philosophers  were 
the  exponents  of  the  "speculative  side'*  of  the  revolution- 
ary spirit  of  the  age.  Their  philosophic  systems  reflected, 
as  much  as  the  literary  movement  itself,  the  spiritual  up- 
heavals of  the  time,  in  which  the  thoughtful  minds  of 
the  whole  nation  took  part:  they  were  the  demonstrators, 
in  the  domain  of  philosophy,  of  truths  and  visions  of 
truths,  held  by  all  ardent  souk  in  more  popular  form. 
Moreover,  some  of  them  (Fichte  and  Schelling)  were  the 
special  friends  and  sympathizers  of  the  romanticists. 
Philosophers  and  romanticists  lived  in  the  same  place,  at 
times  even  in  the  same  house,  and  were,  in  truth,  members 
of  one  spiritual  family.  They  were  all  romanticists  in  «»ne 
sense:  Fichte  and  Schelling  romantic  philosophers,  the 
others,  romantic  critics  and  romantic  writers  of  belles- 
lettres.  They  were  co-workers  in  the  same  field,  seeking 
one  side  by  philosophy,  the  other  side  by  criticism  and 
poetry,  to  express  the  spirit  of  the  new  age. 

These  philosophers  are  not  entirely  unknown  to  Ameri- 
cans. America  has  had  also  her  romanticism.  It  came 
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i  later.     When  the  revolutionary  spirit  broke  forth 

r  «tMffffp*t*nB1  frou  a  authority  and 

•18  of  new  truth*,  phiW  ada  also  ita  appear- 

the  transeandentalisU  of  the  twenties  and  thirties 
ntury    .  icrson   as  the   moat 

•sineut  figure,  America  gave  expression  to  the  snlf  same 
had  animated  their  German  cousin*  some 
Beades  before. 

I  These  German  philosophers  and  men  of  letters  worked 
side  by  side;  yet  each  in  his  own  way.    There  was  not,  as 
rpreters  try  to  make  us  think,  one  great  philo- 
>•  I  hie  leader,  Fichte  perhaps,  and  a  number  of  imitative 
f    i       :        i  ung  romanticists  were  original,  inde- 

nt  thinkers,  enemies  of  imitation  and   traditional 
.  conscious  of  a  living  spring  of  new  life  within 
own  bosoms;  they  were  their  own  guides,  their  own 
leaders,  sure  of  their  position  as  reformers,— every  one  was, 
in  his  way,  a  Luther,  Mclanchton,  Zwingli,  Calvin.    To  be 
sure  the  philosophers  exerted  a  potent  influence  on  the 
romanticist*  giving  bent  and  direction  to  their  course.    Hut 
this  philosophy  was,  after  all,  only  so  much  material  for 
moulding  uliat  was  already  in  them.    There  is  a  distinct 
ve   vein    in   the   Romantic   School,   traceable   to 
•es  that  link   themselves  to  common  spiritual  ideas 
11  a  time  before  the  philosophers  appeared  on 
the  scene,— common  sources  from  which  both  philosophers 
romanticists  drew.    The  philosophy  of  Plato  and  the 
latonista  might  in  itself  offer  an  almost  sufficient  pi 
c  background  for  the  whole  movement    The  romanti- 
\vere  themselves  philosophers,  themselves  metaphysical, 
religious,  mystic,  constituting  with  Fichte  and  Schclling, 
as  well  as  with  many  other  contemporaneous  thinkers,  the 
uenta  of  the  Zeitgeist.    In  the  systems  of  Fichte  and 
ScheUing  the  philosophic  principles  received  clearer  and 
definite  formulation.    Some  of  these  formulations  the 
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romanticists  I  i  ami  in  d  thnn,  hou- 

..n     \\ants,    each     mmanl 
according  to  his  own  separat  mality. 

.inrs  when  man  under  the  pressure  of  ho- 
omronmflnJ   leads  a  humble  Ami  tiinv  a 

when  he  recovers  his  mn-mal  .  straightens  himself,] 

allous  ii. -\\  hope  to  spring  up  in  his  heart,  and  seeks  to] 
regain  what  he  has  lost.  This  is  true  in  the  spiritual,  as] 
well  as  in  the  material,  world.  ••••ml  hall'  ol'  tin- 

eighteenth  century  marks  an  ever-increasing  effort  011  the 
part  of  the  thinking  mind  to  regain  what  it  had  l«».si  during 
preceding  centuries.    The  whole  energy  of  spiritual  forces] 
was  directed  towards  the  enlargement,  enrichment,   and 
independence  of  the  inner  life.    New  powers,  new  sam-ti- 
ties,  new  possibilities  were  added  by  one  thinker  or  another, 
until  towards  the  eud  of  the  century  man  was  ready  to1 
acclaim  his  personal  soul  as  a  spark  of  the  divine  1 
a  ray  of  its  Light,  endowed  with  powers  of  the  spirit   to 
be  in  verity  a  spirit  free  from  the  limitations  of  the  1 
Since  romanticism  was  the  cultivation  of  the  inner  life— 
this  was  the  great  romantic  victory. 

The  effort  in  this  direction,  with  its  final  goal,  may  be 
expressed  in  more  philosophic  terms.  We  may  say  that 
man's  individual  soul  expanded  until  it  became  one  with 
God,  until  his  individual  mind  passed  into  the  universal 
mind.  Oneness  or,  in  terms  of  philosophy,  monism  was 
the  actual  outcome.  Monism  was  the  goal  of  the  ph i  1« »s«  iph y 
of  the  eighteenth  century.  The  two  opposing  parties,  the 
party  of  reason  (rationalism)  and  the  party  of  feeling 
(sentirnentalism),  united  on  this  programme.  The  S 
and  Stress  movement  was  a  movement  for  human  freedom 
from  the  bondage  which  society  had  put,  through  traditions 
and  laws,  upon  the  human  mind.  The  Storm  and  Stress 
movement  fell  back  upon  the  original  human  rights  of 
man, — upon  his  instincts  and  his  feelings.  It  was  an  effort 
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ularge  the  spiritual  aphere  of  man,  by 
hi :n  i  rights.    But  also  lV*  rationalists  added 

man's  min-t,  until  nigh  the  whole 
1  was  at  its  feet,  even  time  and  spaee  (Kant 
one  Inn, tat. on  remained.    It  became  the  stuiubhug-bloek 
to  the  ages.   Man  could  perceive  the  external  world,— trees, 
mountain*,  and  beasts;  but  what  they  actually  stood  for, 
he  did  not  know.    The  meaning  of  all  these  visible  things 
the  true  meaning  not  limited  by  the  laws  of  time  and  spaee, 
-that  meaning  which  lies  back  of  all  these  objects,  eternal 
,  reappearing  again  and  again  in  thousands 
millions  of  specimens  while  the  one  individual  m- 
lies,— that  meaning,  das  Ding  on  sick,  man  could 
never  know,  it  was  " transcendental, "—it  transcended  hit 
re.    What  man  could  perceive  was  the  appearances, 
the  phenomena  of  things,  not  the  things  themselves.    Many 
an  intellectual  tear  was  shed  over  thfr  sad  limitation     But 
lay,  in   17:'l.  there  appeared  in  Jena  and  Leipzig  a 
book,   the   Science   of  Knowledge    (Grundlage   d*r 
n  Wissensckaftslekre)  by  Johann  Gottlieb  Piehte 
14),  and  das  Ding  an  sick,  that  naughty,  super- 
nil  background  of  the  external  world,  disappeared 
re  the  eyes  of  man  as  the  mist  before  the  sunrise.    A 
new  power  had  been  discovered  in  man's  mind,  heretofore 
looked— so  it  was  thought— which,  as  it  was  conceived 
lie  great  philosopher  of  the  human  ego,  be- 
•  1  an  unprecedented  freedom  upon  man,  never  before 
known  in  th*    history  of  philosophic  thought     What  the 
age  had  seen  in  its  dreams,  vaguely,  never  in  sober  mo- 
ments believing  it  possible,  seemed  to  have  been  demon* 
^tc's  Science  of  Knowledge.  There  is  nothing 
in  t  ble  world,  so  nr  '"'s  sublimely  au- 

dacious words,  which  is  not  already  in  man's  mind.    What 
an  to  be  a  transcendental  background  lying  outside 
ion,  is,  in  reality,  an  illusion;  it  is  not  outside,  but  in 
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in. ui's  own  sdi':  'the  non-ego  is  the  ego/'  Tin-  last 
obstacle  to  in. in  s  infinite  discern  inn  it  was,  thus,  by  an 
•I'  celestial  magic,  torn  down.  All  at  once  his  divinity 
was  established.  The  human  e^o,  now  in  essenee  one  with 
the  metaphysical  essence  of  the  universe,  possessed  intinite- 
ness,  unlimited  freedom,  will-power,  and  autocratic  self- 
rule.  The  external  world,  now  deprived  of  its  metaphysical 
background,  became  a  mere  concept  of  the  mind.  Tree, 
mountain,  and  beast  ceased  to  have  real,  independent 
existence,  and  became  mere  creations  of  man's  sovereign 
cognitions.  Man  could  create  the  things  of  the  world  and 
annihilate  them.  They  were  when  they  were  in  his  mind, 
not  otherwise:  the  non-ego,  as  the  Fichtean  phraseology 
runs,  was  one  with  the  ego,  the  object  one  with  the  subject. 
And  the  finite  world  was  nothing  but  a  voluntary  limitation 
on  the  part  of  man's  infinite  ego.  It  was  infinitude  shrunk 
into  finite  form,  somewhat  as  an  invisible  chemical  sub- 
stance becomes  visible  through  condensation,  disappearing 
again  with  expansion.  Was  it  then  a  wonder  that  the 
romanticists  were  so  much  addicted  to  the  dream,  when 
the  whole  visible  world  was  philosophically  demonstrated 
to  them  to  be  really  nothing  more  than  the  peopled  in 
of  their  night-dreams  t  This  whole  philosophy  had,  how- 
ever, an  ethical  significance  which  we  must  never  lose  sight 
of  in  our  estimate  of  Fichte.  Man  was  not  to  play  with 
his  powers,  but  to  use  them  for  higher  moral  development. 
The  world  of  the  senses,  with  its  limitations  and  tempta- 
tions, was  only  an  obstacle  put  in  his  way  to  be  overcome. 
The  ego  in  its  full  self-realization  had  to  struggle,  in  order 
to  win  for  itself  victories,  and,  through  these  victories, 
to  rise  to  higher  states  of  perfection  nearer  to  the  great 
Absolute  Ego,  the  destined  home  of  all  individual  egos. 
To  understand  this  philosophy,  one  must  withdraw  into 
one's  study,  pull  down  the  shades  so  as  to  shut  out  1 1n- 
outer  world,  shut  one's  eyes,  and  burn  the  candle  of  the 
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••r  many  ail  hour     V.  t  we  cannot  nay  Out  it 

ly    in, ;.n.., MI  among  .    recent  year*,  a 

ilar  movement  baa  sprung  up  among  us,  the  Chmttan 

ice  movement,  which,  \\ it h  n  ligioua  admixture  and  the 

tion  of  a  healing  power  and  a  aumewhat  dnT«  n  nt  twiat 

an.!    minus  a  real   philosophic  system,   linka  itself   uitli 

IH  final  enlargement  of  the  human  personality  tu  a 
position  of  sovereignty  over  the  world  of  the  smsns,  pre- 
sented in  a  sober,  thorough,  systematic  manner,  with  dig- 
earnestness,  moral  conviction,   had  an  electrifying 
minds  of  the  young  romanticists.    It  waa  an 
the  visions  of  man's  kinship  with  the  Divine  they 
Bad  already  formulated  in  their  own  iniiidn.    This  sovereign 
:>endence,  this  freedom,  this  unlimited  potentiality  of 
were  just  the  weapons  that  they  as  reformers 
needed  in  their  warfare  against  the  commonplace,  philistine 
not  all  took  this  philosophy  as  offered  to  them, 
an«i  smnr  only  in  the  first  momenta  of  enthusiasm.    Wack- 
ennxliT  was  not   at   all   intliiriir.-.l   by   it.   Ins  o\\n   pm.it.- 
-•  philosophy  did  not  sympathize  with  that  of  Fichte, 
teism   depicted   the    in<iivulual   ego    in    its   strivings 
towards  the  universal  ego.     Wackenroder  was,  however, 
already  anchored,  through  a  naive  faith,  in  the  belief  of 
a  personal  God.     Tieck  responded  to  it  with  hesitation; 
he  wavered;  he  felt  mstim-t iv.-ly  that  tins  philosophy  waa 
li"lly  what  it  ought  to  be;  he  missed  in  it  the  substan- 
ies  of  a  concrete  world.    Novalis  changed  it  for  like 
reasons,  amalgamating  it  with  the  philosophy  of  Sehelling. 
1.  Schlegel  was  the  only  one  who  made  extensive  me 
He,  the  moat  assiduously  intellectual  of  the  group. 
on  its  intellectual  side  with  the  intention  of 
combining  it  with  the  emotional  life  of  poetry.     He  oe- 
this  respect  a  position  similar  to  that  oeenpied 
oleridge  among  the  English  romanticists.    We  may 
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say  that,  whil.  ih.  philosophic  influence  lasted,  Fit-In. 
held  in  Fried.  Schlegel's  romantic  career  the  same  promi- 
nent place  which  the  Poetic  Mood  had  in  the  career  of 
the  other  writers.  He  seemed  to  see  an  analogy  bet 
the  ego's  philosophic  creation  of  the  non-ego  and  the  poet's 
creation  of  the  world  of  imaginative  images.  The  other 
romanticists,  Wackenroder,  Tieck,  and  Novalis,  each  in  his 
own  way,  had  laid  hold  on  the  poetic  mood  as  a  sine  qua 
non  of  genuine  poetry.  They  were  convinced  that  through 
it  alone  poetry  received  life  and  sustenance.  Only  in  this 
psychic  state  did  the  poet  become  free.  By  giving  his 
own  precious  lifeblood  he  rose  a  sovereign  over  the  world 
of  limitations.  Now  appeared  Fichte's  Wissenschaftslehre, 
which  taught  that  same  sovereignty  over  the  visible  world. 
This  is  the  analogy  which  Friedrich  perceived.  He  took 
up  Fichte's  teachings,  in  order  to  give  logical  consistency 
to  his  comrades'  instinctive  feelings.  From  these  studies 
and  reflections  developed  in  Fried.  Schlegel's  mind  a 
number  of  semi-philosophic  ideas,  which  centre  around  his 
doctrine  of  " Irony." 

This  Irony  was  a  little  aesthetic  philosophy  of  its  own. 
It  made  so  much  of  a  stir  at  the  time  that  to  the  outsiders 
it  seemed  like  the  formulation  of  a  distinct  system  of  roman- 
tic philosophy.  We  must  guard  against  such  a  view.  Irony 
is  only  a  phase  in  romantic  philosophy.  Many  Schlegelian 
utterances,  often  cited  as  characteristically  romantic,  that 
is,  as  applying  to  the  whole  School,  must  be  viewed  only 
as  phases  of  German  romanticism,  as  peculiarly  Schlep  linn 
in  character,  often  only  representing  time  utterances  heard 
at  one  period  and  not  again.  Schlegel  was  carried  away 
at  this  period  with  the  ego's  wonderful  creative  powers, 
its  divine  independence,  and  the  royal  rulership  it  gave 
man  over  the  domain  of  things  and  thoughts.  According 
to  Fichte  man  was  a  king  in  the  kingdom  of  his  creation. 
This  philosophy  applied  to  poetry,  made  the  poet  the 
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sovereign  over  his  works.     Since  in  thk 

•«•  there  WM  no  period  Ood,  Sehlegel's 
in  ego-philosophy  were,  at  times,  no  more  than  the 
Ing  and  descending  of  a  philosophic  ladder  suspended  IB 
the  air,  below  a  bottomless  pit,  and  above  the  ditty  heights 
of  abstraction.  Up  and  down  he  climbed  from  his  indi- 

il  ego  to  the  universal  ego.  At  times  he  did  so  with 
eager  delight,  revelling  in  the  fascination  of  the  sport, 
juggling  with  Fichte's  ego  to  his  heart's  content;  at  times, 
with  rn -at. T  gerionsnees,  in  quest  of  great  truths,  straining 
every  fibre  of  his  Witt  and  Ironie  and  Otnie  to  find  plaeei 
of  attachment  with  actual  life. 

History  has  handed  down  to  us  a  witty  conversation 
between  .Madame  de  Stai-1  and  Fi.-ht-  mi  th.-  suhj.-.-t  ,,f  hi* 

M.phy.  When  she  was  in  Berlin,  she  was  introdueed 
t..  the  great  men  of  letters  of  the  time,  and  also  to  Fichte. 
Eager  to  learn  something  about  his  philosophy,  she  re- 
quested him,  one  day.  to  tfive  her  a  sort  «>f  idea  or  aj»r,;u 
of  his  system.  He  proceeded  to  do  so,  and  began  to  explain 
to  her,  in  his  usual  philosophical  manner  «*  eeJAeeYs,  how 
the  ego  absorbed  into  itself  the  non-ego;  but  he  had  not 
gone  on  more  than  ten  minutes  before  Madame  de  Steel 
who  had  followed  him  with  keenest  attention,  interrupted 
him  with  a  countenance  full  of  eagerness  and  satisfaction! 
"Ak!  c'**t  wet,  j«  eompreiufr,  j«  voia  comprendt  par- 

mint.  Monsieur  Ficktf.     Your  system  is  perf 
illustrated  by  a  story  in  Baron  von  Munchhansen's  travels. 
r.  when  the  Baron  arrived  once  at  the  bank  of  a 
vast  rivr.  where  there  was  neither  a  bridge  nor  a  f 

even  a  poor  boat  or  raft,  he  was,  at  first,  quite  eon- 

in  despair:  until  at  last,  his  wits 
'•;is  assistance,  he  took  a  good  hold  of  his  own 
jumped  himself  over  to  the  other  side.    Now, 

it*,  this,  I  take  it.  is  just  what  yon  have  done  with 
•Of.   George  Tleknor,  Lift,  Ltttort  ml  Jomtb,  ToL  I,  p.  *)•» 
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y..ur  i./;.  your  moi,  n'est-cc-past"  We  must  not  ridicule 
Kichte's  philosophy,  for  it  has  lasting  values;  yet  the 
exquisite  humor  and,  at  the  same  time,  striking  truth  of 
the  above  remark  are  irresistible  When  we,  in  sober 
moments,  reflect  upon  the  extraordinary  audaciousness  of] 
Fichle's  ego  in  jumping  across  the  whole  of  the  visible 
world,  proceeding  calmly  along  its  journey  on  the  other 
side  to  universal  fame,  as  though  nothing  had  happened, 
we  cannot  but  marvel.  Indeed  this  performance  was  sol 
astoundingly  well  done  that  it  won  the  applause  of  all  who 
witnessed  it.  It  excited  emulation,  as  magic  tricks  un- 
apt to  do,  and  some  of  the  romanticists  got  across  in  like 
manner;  but  they  did  not  follow  the  uncertain  way  on  the 
other  side  very  far.  They  missed  the  beauties  and  charms 
of  the  very  river  which  they  with  Miinchhausen  had  leaped, 
and  returned  to  its  banks,  and  refreshed  themselves  with 
the  sight  of  the  flowing  water,  and  the  trees  that  grew 
there,  and  the  blue  sky  above,  and  the  moving  clouds,  and 
the  shadow-plays  reflected  in  the  water's  mirror.  Gladly 
they  remained  there  at  the  river's  bank,  for  they  loved 
nature,  believing  in  their  heart  that  without  it  they  could 
never  know  God.  So  they  waited  patiently  for  some  good 
man  that  might  ferry  them  back  to  the  other  side  whence 
they  had  come  and  where  the  people  dwelt  whom  they  had 
known. 

That  man  came.  It  was  the  philosopher  Sell. -llinir.  Tie 
undertook  to  explain  to  them  that  nature  was  a 
necessary  part  of  the  whole  universe,  and,  in  so  dninir. 
filled  up  the  gap  that  Fichte's  philosophy  had  made.  There 
is  a  world  of  mind  and  a  world  of  nature,  so  tea  (Ins 
Schelling,  both  issuing  from  a  third  principle,  the  "Abso- 
lute." The  mind  of  man  did  not  exist  from  the  beginning, 
but  arose  by  evolution  along  with  nature.  For  nature  lias 
also  a  mind;  which,  however,  is  not  conscious  of  itself. 
This  unconscious  mind  developed  from  the  lowest  plane. 
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from  the  first  beginnings,  in  organic  union  with  its  vtaibl* 
forma,  according  to  definite  laws,  step  by  step,  until  it 
reached  man  In  man,  as  the  highest  product,  the 
acious  mind  became  the  eonaeiona  EMMIJ  ego  as  we 
re,  therefore,  is  human  mind  in  embryo.  Hi 

•n  the  higheat  plane;  the  blossom  of  the 
t  after  millions  of  ages. 

i«  waa  the  nature  philosophy  for  which  the  romanti- 
cists had  been  waiting.     They  could  not,  for  any  length 
me,  embrace  a  philosophy  like  that  of  Fichte  in  which 
re  was  excluded.    Indeed  we  may  say  that  the  trend 
•:••  whole  century  had  really  been  against  a  philosophy 

for,  with  the  development  of  the 
hat  had  sprung  up  toward  the  middle  of  the 
a  n-tiirn  t<>  natun    had  been  one  of  the  distinctive  phe- 
»f  the  age.     Rousseau  had  taught  it.  rHopefeoeJt, 
1  and  Streasers,  the  Gottinger  Dirhterbund; 
!-r  and  Goethe  had  taught  it.     The  one-aided,  tran- 
scendental philosophy  of  Fichte  was,  therefor**,  from  this 
t  of  view,  wholly  out  of  joint  with  its  own  age.    The 
'•'  age  waa  clamoring  for  nature.    Herder  and  Goethe 
had  even  come  to  the  conception  of  nature  aa  a  living, 
brent  -.ran ism.  an  entirely  new  conception  opening 

nee ;  and  the  romanticists  were  the 

to's  philosophy  was  a  chronologi- 

•vsihility.     Y.t    the   romanticists   followed    in    the 

and  Goethe  only  in  part     Herder  and 

•k.-.l  upon  nature  as  a  special  object  of  study,  and 

••eded  at  once  to  make  themselves  familiar  with   it 

il  methods  of  observation.    The  romanti- 

cists.   <»n    th.    ..ther  hand,  bent  as  they  were  upon  the 

enrichment   of  tln-ir  inn»«r  lif«\  and  confident   in  the 

ereigntv  <>f  the  human  mind,  thought 

of  getting  at  nature's  mysteries  in  a 
ct  and  swifter  way  than  through  slow,  elaborate 
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scientific  study.  They  had  welcomed  Fichte  becaus*  li<-  had 
helped  to  strengthen  their  confidence  in  their  own  powers; 
th.  \  welcomed  now  Schelling  and  his  philosophy  <>!  nature 
for  like  reasons.  For  Schelling  did  not  proceed  to  enter 
into  an  understanding  of  nature  through  empirical  observa- 
tion, but  a  priori.  As  a  pupil  of  Fichte  and  as  a  faithful 
transcendental  idealist,  he  started  from  the  mind  of  man, 
from  the  ego,  and  transferred  the  knowledge  thus  gained 
over  to  nature,  to  the  non-ego.  The  idea  being  that,  inas- 
much as  man  came  by  a  process  of  development  fnmi 
nature,  he  had  all  the  needed  knowledge  about  nature  al- 
ready in  himself. 

According  to  this  philosophy,  man,  in  his  effort  to  ui 
stand  nature's  spirit,  was  really  doing  no  more  than 
taking  successive  glances  into  his  own  preconscious  history. 
The  great  stages  of  development  in  the  whole  realm  of  the 
physical  world,  with  their  orders  and  families  and  sub- 
divisions and  classes,  resemble,  as  it  were,  a  vast  school 
system,  through  which  man,  a  graduate,  passed  ages  ago, 
now  looking  back  upon  his  early  school  days.  This  was  a 
most  attractive  idea  to  the  romanticists  and  was  quickly 
captured  and  utilized  by  them.  "We  seek  the  pli 
creation  in  the  outside  world/9  says  Novalis,  "we  ourselves 
are  this  plan."  "Why  need  we  traverse  the  difficult  roads 
through  physical  nature  f  The  better  and  purer  u-nrld 
lies  within  our  own  mind."  We  might  say  that  these 
words  contain  the  whole  of  the  romantic  nature  -philosophy. 
According  to  this  philosophy,  nature  was  a  living  spirit 
with  an  organization  like  that  of  man.  It  was  akin  to 
man.  It  was  a  blood  relative  of  man,  a  distant  cousin. 
on  a  lower  plane  to  be  sure,  but  a  cousin,  with  a  soul  like 
our  soul;  born  to  struggle,  to  love,  to  fear,  to  have 
and  sorrows  and  triumphs  and  defeats;  with  a  soul  that 
lives,  and  dies.  Schelling's  philosophy  wafl  nn^imtific; 
with  a  little  grafting  of  the  imagination  it  became,  in  the 
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he  romanticists,  poetic.     The  whole  of 
became  dyna  h  human  l.f.      "The  great  mystery 

has  been  solved,"  exclaims  Novalis;  "man  succeeded  in 

,-  it— he  lift.  ,|  thr  v,-il  from  the  goddess  of  8ak. 
he  beheld  f — he  saw — it  is  the  marvel  of  all 
saw  himself."    Schelling.  and  with  him  the 

Irew  the  veil  of  mystery  from  nature's  spirit,  and  man 

he  had  never  believed  possible,— he  beheld  his 

o\\  n  !  u  this  process  of  poetizing  n  he  mystic 

b  Bb'hme  was  an  important  link,  Schilling,  as  well  as 
•he  romanticists,  having  fallen  under  his  influence. 

(B)    SCHLKIKKMACIIKK    AND  ROMANTIC 
RELIGION 

-ry  serious  minded  man  will,  sooner  or  later  in  his 

a  career,  turn  from  his  own  personal  self,  and  reflect 

i  the  meaning  of  the  world.    He  will  be  led  to  think. 

reasoning  from  his  own  methods  of  working  and  producing, 

th««  universe  about  him  is  th»*  product  of  an  \r 

it  there  is  a  final  cause,  a  central  spiritual  force. 

principle,  n  Ondh«>ad,  a  God  (I  hope  I  may  be 

brushing  aside  so  naively  mechanical  deter- 

11  be  led  to  inquire  about  thia  God :  to  seek 

his   attributes;  to  ask  why  and   wherefore  the 

md  ho  himself  wore  created :  and  if  by  any  means 

<n  approach  him.  however  so  little,  he  will  seek  to 

i  of  him,  and  communicate  his  knowledge  to  others. 

has  always  been  so  as  far  as  we  can  trace  man's 

nft.-n  feel  offended  by  the  prejudice* 

as.  and  faith,  by  the  errors  of  philonophi- 

but   the  persuasion  is  forced  upon  us  that 

whole  search  after  Ood.  this  striving  to  reach  out  and 

link  onwlf  to  him  is  the  oxprowon  of  man's  moat  serJona 

momenta.    This  seriousness  is  particularly  apparent  when 
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reflection  is  added  to  pure  religious  faith,  when  man  beirms. 
by  earnest  philosophic  speculation,  to  attain  to  a  d< 

ledge  of  the  ever-present  yet  ever- veiled  Godhead. 
Whether  it  be  the  philosophy  of  the  Hindoos  or  the  Greeks 
or  that  of  Spinoza,  Fichte,  Schelling,  Hegel,  or  the  mysti- 
cism of  the  Middle  Ages, — they  all  are  noble  monuments 
to  the  serious  efforts  of  man  in  explaining  to  himself  tin- 
meaning  of  the  world. 

Such  a  seriousness  marks  the  philosophy  of  the  German 
romanticists.  They  gav«  a  great  deal  of  attention  to  their 
personal  selves,  especially  in  the  beginning;  but  as  they 
proceeded  in  their  work,  they  became  more  and  more  identi- 
fied with  a  divine  Principle,  a  divine  Personality,  the 
manifestations  of  which,  in  the  works  of  art,  in  the  works 
of  nature,  and  in  their  own  personal  hearts,  they  en- 
deavored to  understand  and  to  reveal.  "Only  what  is 
linked  with  the  Infinite  has  meaning  and  value;  without 
such  connection  the  world  is  empty  and  useless, "  says 
Fried.  Schlegel.  The  romanticists  could  never  have  done 
their  work  had  they  not  been  supported  by  a  firm,  unshaken 
belief,  strengthened  by  speculative  philosophy,  in  a  divine 
Principle,  the  source  of  the  visible  world  about  them,  and 
of  the  spiritual  life  living  within  them. 

Yet  what  they,  through  these  speculations,  were,  in  the 
first  instance,  seeking,  was  not  the  traditional  God  of 
Christian  religion,  but  a  pantheistic  God.  The  Biblical 
God  had  his  abode  outside  the  world  and  outside  man's 
mind,  somewhere  in  the  unknown  spaces  of  the  nowhere; 
with  whom  man  could  only  communicate  by  prayers  or 
mystic  contemplations.  A  nearer  God  was  sought  by  thorn, 
who  dwelt  in  nature  as  well  as  in  man,  and  who  would 
neile  in  his  own  person  the  antagonistic  systems  of 
philosophy.— a  "pantheistic"  Ood.  Many  minds  worked 
on  this  problem,  and  many  cli  -hit ions  were  reached. 

\"«.  two  thinkers  thought  exactly  alike.     Goethe,  Herder, 
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Celling,   Schlegel,   Schleiennacher,   and   their 
wen  had  their  separate  viewi  on  this  point     And 
likewise  each  of  the  romanticist*  solved  the  problem  in  hit 
own  personal  way. 

Tet  our  writers  were  also  believer*  in  a  Biblical  God. 
idual  amalgamation  of  religions  faith  with  speculative 
«ophy  is  one  of  the  interesting  phenomena  of  this 

philosophic  movement  towards  a  spiritual 

Anal  result  was  that,  in  the  romantic  temper,  a 

ment  towards  the  Old  Church,  the  Roman  Catholic  Church, 

look  place.    Nevertheless,  their  conception  of  the  Biblical 

God  was,  in  consequence  of  their  intense  and  searching 

^ophical  inquiries,  not  any  more  the  old  traditional 
PuriiiLT  the  whole  speculative  process  of 
nan  had  naturally  awakened  to  a  more  lively 

^  relationship  to  his  Maker.    Ood  was,  in  part,  of  man's 
not.  as  hereto  f  lusively  revealed 

ami  n«lopt«>«l  Biblical  f!o»l.     Ksp.M-ially  now  ideas  concern- 
ing a  nearer  approach  towards  the  Godhead  had  been  added 
the   ..i,|   belief.     Endowed  with  the  consciousness  of 
special    powers,   such   as   the  philosophy  of  and 

Mini?  bestowed   upon    man.    the   romanticist    felt    in- 
lively  called  upon  to  penotrato  farther  into  the  realm* 
rae  than  pure  religions  faith  had  heretofore 
•rht  pofwible:  if  n.«t  empirically  then  a  priori:  if  not 
the   help   of   tl>  •     thon    with    thnt    of 

tr:   if  i  ieh  sensuous  then  through  npiritnnl 

f  not  through  mMaphvKies  then  throueh  m\-«. 
f  not  through  philosophy  of  nature  then  thmngh 
ophy.     All  theno  roads  the  romantiei*ta  tr^v*»lled  at 
•ime  or  n  lurine  th«»ir  car*H»r    Thev  loft  K 

stone  aftrr  another,  guided  bv  their  nen^e  of  th* 

r  master- faculty,  the  n>m»ntic  Pfc/i*-' 
r    footsteps    mysteriously    shaping    thenwelve*    into 
arabesques  and  symbolic  signs,  the  meaning!  of  which 
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we  can  often  not  entirely  decipher.  And  occasionally  we 
a  blue  flower;  which  allures  us  on  along  the  way,  until 
we  perceive  that  the  shadowy  outlines  of  those  whom  \vt; 
thought  we  were  following,  have  disappeared  in  the  mystic. 
distance. 

There  were  others  besides  Pichte  and  Schelling,  by  win  MM 
the  romanticists  were  influenced  in  their  philosophic  and 
mystic  speculations.  Among  these  were  Schleiermachen 
Il«  stood  very  close  to  them.  A  spiritual  brother.  A 
friend,  sympathizer,  and  ally,  whose  Keden  iiber  die  Re-, 
ligion  made  him  as  one  of  them.  These  addresses,  half 
religious,  half  philosophic,  deal  with  the  relation  of  the 
human  soul  to  its  Maker.  They  point  out  new  avenues 
of  approach  by  which  the  human  soul  lies  open  to  the 
attributes  of  God.  The  most  valuable  part  of  the  book 
concerns  itself  with  an  attempt  to  differentiate  the  r<  -;dm 
of  religion  from  the  realms  of  knowledge  and  conduct. 
In  this  differentiation,  the  secret  powers  of  feeling  play 
the  leading  role.  We  cannot  know  God  through  our  intel- 
lect, nor  through  our  will,  but  only  through  our  feeling, 
is  the  central  thought  "The  whole  of  our  religious  life 
arises  in  two  ways,"  says  Schleiermacher,  "in  the  willing- 
ness of  man  to  open  his  mind  unto  God,  allowing  li 
to  be  stimulated  from  this  source;  and,  secondly,  in  inms- 
mitting  this  impulse  ...  to  the  inner  rt  of  his  ^.ul. 

'  to  become  an   integral   part  of  his   \\ho]<-   lif, 
being.     Religious  life  is  nothing  else  than  a  continuous 
renewal  of  these  two  experiences."    It  is  man's  snm-nd«T. 
we  can   see,   to  the  oversoul   of  which   Emersoi 
"That  great  nature,  in  which  we  rest  as  the  earth  1 
the  soft  nrms  of  the  atmosphere;  that  unity,  that  over 
within   which  every  man's  particular  beinor  is  cont 
and  made  one  with  all  others;  ...  we  live  in  sn 
in  division,  in  pnrK  in  particle^  time  wi' 

e  soul  of  the  whok>:  the  wise  silence ;  the  universal 
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beauty,  to  which  every  part  and  particle  ia  equally  related; 

the  eternal  One."    Intum-n  :    Keeling!    Not  Intellect  nor 

Will :     i hit  U  the  kernel  of  Schleiernucher's  phik*uphy, 

the  moat  significant  religioua  phaee  of  the  whole  age 

11.    In  the  idealiam  ej  e,  aa  aat  forth  in 

>cwnt-«  of  KnowUdgc,  Feeling  playa  no  part.     The 

il  ego  could  attain  to  the  Absolute  Ego  (Fichte's 

God)   only  through  moral  conduct,  that  is,  through  the 

power*  of  the  will     Schleiermacher's  philosophy  of  re- 

11,  compared  \\ith  Kichte's  philosophy  may 

he  called  a  philosophy  of  opposjt          "If  man 

become  one  with  God,"  he  says,  "through  direct  perception 

feeling,  he  will  forever  remain  .  .  .  separated  from 

Hence  what  will  become  of  the  beat  teachings  of 

our  present-day  philosophy  ( Fichu*  j,  if  it  does  not  go  back 

his  oneness  with   Qodf     It   imagines   itself  able   to 

reconstruct  the  universe :— it  will  destroy  it"    These  words 

echo  the  convictions  of  the  whole  age  of  feeling.     The 

lous  movement  had  started  with  Pietism,  had  been 

.    t<>   Klopstock,  had  come  to  a  climax  in  the 

Stunners  and  Stressers,  and  was  now  living  on  in  the 

romanticists.    Many  were  drawn  into  this  wave  of  religious 

ichte  himself  anally  yielded  to  it,  and  re- 

We  have  now  the  basis  on  which  the  religion  of  the 
romanticists  rests.    Pantheism  on  the  one  hand,  a  personal 
God  on  the  other.     On  the  one  hand,  speculation,  philo- 
sophic research  into  the  realm  of  an  Absolute,  intellectual 
ries  into  man's  powers  of  comprehending  divinity; 
on    th«>   other   hand,    feeling,    intuition,    faith,   a   willing 
readiness  to  receive  divine  grace,  a  submissive  bent  of  the 
i  which  grows  under  the  influences  of  the  powers  from 
on  high;  and  a  final  decision  in  favor  of  the  powers  of 
ng,  rather  than  those  of  reason.    Is  this  not  all  truly 
characteristic  of  our  romantic  writers  t     They  had  at> 
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greaaive  minds  and  receptive  minds,  they  were  tin 
and  sentimentalists,  logicians,  and  mystics.  With  their 
UK iiiiring  minds  they  threw  open  the  doors  of  th<-  whole 
1  of  human  interests,  the  world  of  thought  and  thr 
world  of  feeling.  But  everywhere  we  find  the  ictus,  with 
redoubled  determination,  laid  upon  receptivity,  contempla- 
tion, mysticism.  We  have  seen  already  how  in  the  spheres 
of  art  and  poetry,  the  two  inimical  forces,  intellect  and 
emotion,  gave  rise  to  an  apparent  irreconcilability,  and  h»»w 
a  solution  was  found  in  Symbolism.  This  same  solution 
was  forced  upon  them  in  their  religious  speculations.  On 
the  pantheistic  side,  the  symbolism  sought  was  nothing 
less  than  the  establishment,  invention,  poetic  creation,  or 
whatever  we  may  call  it,  of  a  "New  Romantic  Mythology;" 
and,  on  the  Biblical  side,  nothing  less  than  the  adoption 
of  the  symbolism  of  the  Roman  Catholic  Church. 

Their  relation  with  the  church  is  most  interesting.  They 
saw  in  their  midst  two  churches,  a  Protestant  and  a  Roman 
Catholic  Church,  one  stood  for  intellect,  the  other  for 
feeling.  By  home  training  they  were  all  Protestants.  The 
two  Schlegels  had  even  a  Protestant  minister  of  the  Gospel 
for  their  father.  It  mattered  little,  for  our  writers  W<T<« 
searchers  for  the  truth.  They  soon  found  that  they  could 
not,  conscientiously,  embrace  the  one  nor  the  other.  They 
were  neither  Protestants  nor  Roman  Catholics.  What 
could  be  done?  One  solution  only  was  possible;  namely, 
to  combine  both  churches  into  a  new  Catholic  Church.1 
They  were  opposed  to  any  tendencies  which  limited  faith, 
or  hampered  religious  experiences,  or  sobered  the  religious 
enthusiasm  down  to  plain,  intellectual  terms.  Since  these 
very  tendencies  were  going  on  in  the  Protestantism  of  the 
time,  their  romantic  nature  could  not  feel  fully  at  home  in 
that  church.  Dorothea  went  even  so  far  as  to  record  in 

'Novalis  in  Die  Christenheit  und  Europa  present*  an  interesting 
though  hyper-romantic  account  of  this  problem. 
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her  diary        li    i.  ,:her  were  to  riee  from  the  dead,  be 

1  be  the  first  to  protect  against  the  PrutesUutu 
our  time."  again  they  could  not  be  Koman  Catho 

lice,  because  enlightenment,  which  tb<  *iphic  spccu- 

lation  had  given  them,  excluded  the  acoepuuice  of  the 
dogmas  of  a  chur.  •)».  in  which  free  thought  was  considered 
heresy.  Yet  in  that  church  was  so  much  that  they  loved. 
re  waa  a  world  of  Christian  symbols  with  their  over- 
whelming beauty  and  their  fullness  of  spiritual  meaning. 
which,  appealing  to  eye  and  car,  allowed  the  imagin 

ivel  on  into  spiritual  realms  where  neither  sense  nor 

w'ht  could  find  an  end.    A  right  rationalism  was  good, 

N  as  better.    If  there  was  a  choice  at  all,  it  waa 

to  be  eternity.    Etmnty  and  symbolism!    All  came  under 

the  spell  of  these  two,  even  An-   Wilh.  Sehlegel,  the  moat 

ualistic  of  the  group.'     It  was,  in  a  large  measure, 

f»r  the  beautiful,  and  their  attachment  to  the 

ie  Middle  Ages,  which  induced  them,  in  the  be- 

ing, to  return  to  the  traditions  of  the  Roman  Catholic 

;  oh.    Later  on  came  faith  in  the  church  itself.    Yet  we 

must  not  think  that  they  were  Catholics  at  heart,  still  less, 

ih.-y  took  the  vows  of  the  chun  h     Often  indeed  it 

is  impossible  to  determine  how  near  t  h--ir  hearts  approached 

•lie  faith.    Utterances  which  have  a  mere  sxthetie 

value  can  certainly  not  be  entirely  our  guide.    Only  a 

Dorothea's  Letter*,  p.  255. 

.  important  to  b<*»r  in  mind  that  oar  writers  had 

towards  Catholicism  dates  from  about  the  jear  1804,  and 

about  1815.    Aug.  Wilh.  Sehlegel  experienced,  la  later  years, 

reaction,  which  brought  him  back  to  a  position  erea  more 

than  before.     He  has  giren  us  an  account  of  his  dsfslopsisst  is  s 

letter  to  the  Duchess  BrogUe,  dated  August,  18S8.    Cf. 

I,  pp.  189ff.    Cf.  also  letter  to 


in   Modem*  *   Stall   et    L*   QroaVPiiPlSJSf   L<~*   by 
xsiormant,  186S,  p.  el. 
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few  of  them,  Friedrich  Schlegel  with  his  family,  Ins  wife 
and  his  wife's  two  sons,  took  the  vows.  phia 

sovalis,    V.  .<i,  r, 

Aug.  \\iih.  JSchlegel,  B  remained  Protestants. 

1.  Schlegel,  their  boldest  thinker,  surrendered  himself 
to  the  authority  of  the  church  with  its  beautiful  set 
and  its  promises  of  peace.    "Like  a  bird  of  passage,  i 
from  its  liights  over  immeasurable  oceans,  stopping  on  a 
green  island,  and  forgetting  there  its  former  i  at  In-Hand, 
and  the  vast  regions  of  free  thought." 

(C)  ROMANTIC  PHILOSOPHY  OF  BEAUTY 
AND  LOVE 


Romantic  philosophic  thought  centres  in  the  world  of 
beauty.    Whatever  other  interests  may  have  led  our  \\  i 
into  transcendental  philosophy,  or  the  philosophy  of  nature, 
or  into  mysticism,  or  the  philosophy  of  religion,  they 
primarily  lovers  of  beauty,  critics  of  beauty,  poets,  the< 
of  poetry,  interpreters  of  poetry.    In  this  realm,  therefore, 
more  than  in  any  other  can  we  speak  of  a   Romantic 
Philosophy.     Here  we  find  its  heart  and  its  pulse-beat. 
Whatever  was  dearest,  most  sacred  to  our  writers  finds  in 
this  sphere  most  articulate  expression.    We  know  that  they 
were  all  swayed  by  the  beauty  of  religion;  we  should  not 
change  very  much  the  meaning  of  this  phrase,  were  we 
to  turn  it  about  and  say  that  they  were,  to  an  equal  degree, 
swayed  by  the  religion  of  beauty. 

We  have  already  become  acquainted,  in  more  than  one 
way,  with  our  romanticists'  views  on  beauty.  Here,  in 
speaking  about  their  philosophy  of  beauty,  it  is  my  purpose 
to  lay  emphasis  upon  what  I  believe  to  be  the  real  centre 

'This  simile  Aug.  Wilh.  Schlegel  uses  in  speaking  of  Novalis,  but  it 
applies  with  much  greater  force  to  his  own  brother,  Friedrich. 
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of  ail  their  poetic  endeavor*,  thought*,  speculation*, 
hope*,-  the  irue  mycteriou*  force  whicH  supplied  tHe  bean 
i>ulae  of  romaoticiam  with  the  life-force  of  1U  btung. 
o  is—  Love.     Love  being  the  centre  of  the  rv- 
Biantieiam  of  the  School,  it  may  well  be  made  the  intei- 
il  centre  of  the  whole  exposition;  because  this  love 
explain*  more  clearly  than  anything  else  the  romantic 
strength  aa  well  aa  ita  weakness.    It  explains  the  value  of 
romanticism  aa  a  literary  movement,  and,  at  the  aame  tune, 
ita  failure*  to  meet  the  needa  of  our  own  day.    By  it  (love) 
(Comantic  Mission  ia  moat  adequately  explained:  the 
School's  own  pi  i   the  inner  life,  its 

Symbolism,  iu  love  for  freedom  and  iiuhvuiuaiuy,  ita  love 
voinanhood,  its  love  for  art  and  poetry,  ita  principle* 
sm  and  art  interpretation,  ita  love  for  the  poetic 
Blood,  its  love  for  nature,  its  love  for  organic  life,  ita 
relation  to  God,   ita  mystic  conception  of  soul-life  and 
State*  of  immortality, — all   fundamental  note*;  and  also, 
moteness  from  practical  life,  it*  aristocratic  aloofness 
.    human   fellowship,   ita   failures,   through   "ti^nuii 
oe,  to  con  tn  La  to  to  a  better  world  of  external  thing*. 
When  we  speak  of  love,  two  leading  form*  come  naturally 
our  mind,— the  love  between  man  and  woman,  and  the 
religious  love  sanctified  through  Christ's  teaching.     The 
romantic  love  appear*  in  these  two  form*  also,  but  we  must 
iem  stay,  for  the  present,  in  the  background:  romantic 
love  is,  first  and  foremost,  a  love  for  beauty,  or  connected 
with,  or  growing  out  of,  beauty.     We  know  that  the  ro- 
manticist* were  men  of  feeling.    When  we  say  that,  we 
must  constantly  keep  before  our  minds  that  this  was  not 
a  mere  theory  with  them,  but  an  actual  life-experience, 
the  sway  of  feeling,  their  soul  quivered  with 
on   of   it*  own   spiritual    life.      It    livini   it 
;.MMl  in  the  shifting  change*  of  ita  varied 
moods ;  it  was  seized  upon  by  its  own  self,  and  raised  and 
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enhanced  and  unfolded  and  renewed  into  joy  and  hope  and 
love  and  fear  and  faith.    Ever  anew  and  never  tiring 
this  feeling  with  its  longing  for  new  experiences,  tor  n«-w 
evidences  of  its  own  being,  exulting  in  every  new  increase] 
of  its  life,  in  every  rise  of  its  own  intensity,  as  the  l>inl 
with  every  stroke  of  its  wings,  reaches  higher  levels  ofi 
power. 

Now  we  know  that  beauty  is  never  merely  life  but  is  also  i 
form:  we  cannot  speak  of  beauty  unless  something  of 
spiritual  nature  is  made  visible.  But  what  shall  we  call 
this  coming  together  of  life  and  visible  form.  There  is  an 
analogy  which  naturally  suggests  itself  to  our  mind,  and] 
which  to  the  romanticists  was  more  than  mere  analogy: 
it  became  a  vital  inner  connection.  It  is  the  relation  of; 
the  lover  to  his  chosen  one.  Beauty  is  love,  it  is  1 
sensuous  form,  it  is  the  giving  and  living  of  oneself  in 
another.  It  is  really  a  mysterious  transformation  that 
brings  spirit  and  form  together.  The  time  when  they  do 
come  together,  the  sublime  moment  of  transfusion,  when  in 
love  they  flow  one  into  the  other,  has  a  special  name  in 
poetic  language.  Unfortunately,  the  word  does  not  convey 
its  sublime  meaning  to  those  who  have  never  loved.  It  is 
the  Poetic  Mood.  Poetic  moods  are  the  heart  throbbings 
of  true  poetry.  Romanticism  is  the  gospel  of  the  poetic 
mood,  it  is  a  love-gospel  of  spiritual  life,  it  is  a  love- 
gospel  of  soul-experiences.  Nearly  all  that  the  romanticists 
have  said,  felt  or  thought  is  contained  in  these  words. 

This  love  relation  of  the  poet  to  his  own  work  stood  n<>t 
alone,  but  was  sanctified  by  the  whole  order  of  the  universe. 
The  whole  universe  was  filled  with  beauty  and  love.  As 
the  poet  created  his  work,  so  God  created  the  world. 
God  is  the  Master  Poet,  the  Master  Artist,  the 
Master  Love  of  beauty.  Out  of  the  divine  Master 
Mood  arose  the  universe  as  a  whole.  Out  of  Nothing 
(Chaos  the  romanticists  called  the  divine  state  prior  to 
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creation;,  God,  through  love,  created  the  world,  that  is, 
1  became  a  life-experience  in  God's  own  soul     It 
is  a  life-experience  now  (Pantheism),  a  living 

and  beaut}      Nature  is  a  Love-Song  or  Love-Dream 

.is  conception  of  nature  as  God's  work  of  art  has  iu 

We  must  connect  it   \\ith  the  idea  of  the 

I's  harmony  as  advocated  by  Leibniu,  Shsftesbury, 

uno,  also  with  Spinoza's  monism,  with  Sehel- 

s  idea  of  organic  life,  with  Plutonic  and  Neoplatonic 

sophy,  and  with  Uohme's  mysticism.    We  find 

>  in   Herder  and  Goethe,  yet  to  the  romanticist*  it 

was  by  far  more  vital.    They  had  a  twofold  mission:  they 

wanted  to  give  to  the  world  all  they  experienced  in  their 

own  souls,  and,  also,  what  they  believed  they  had  found 

in  God's  soul  as  revealed  in  nature.    They  wanted  to  give 

to  the  world  their  moods  and  God's  moods,  their  love  and 

God's  love. 

We  can  say  that  this  romantic  conception  of  love  has 
led  us,  by  leaps  and  bounds,  to  revolutionary  ways  of 
looking  upon  the  world.  The  whole  life  of  the  romantic 
poet  in  its  relation  to  his  God,  the  universe,  as  also  to  his 
own  poetic  works  was  regulated  by  it 


is  now  my  intention  to  compare  this  love,  this  funds- 
ally  cuthetic  love,  with  another  leading  conception 
which  has  ever  been  fundamental  in  the  life  of 
has  received  special  emphasis  through  Chris- 
v.hi.'h.  I  maintain,  lives  in  all  great  poetry,  and 
h  we  stand  much  in  need  of  to-day  in  our  esthetic 
the  l..ve  of  man  for  mankind.    Since  our  romanticists 
so  great  a  stress  on  love,  it  seems  most  natural  that 
this  comparison  should  be  made,  and  it  will  be  found  that 
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such  a  comparison  will  reveal  the  real  weakness  of  ill-- 
School. There  is  indeed  a  third  kind  of  love  which  the 
romanticists,  or  some  of  them,  speak  much  of,  a  love  grav- 
ing out  of  their  aesthetic  love  when  carried  into  myMic 
realms,  the  love  embodied  in  the  philosophy  of  the  mystic 
relation  between  the  two  sexes,  or  the  philosophy  of  the 
"Divine  Maiden/'  I  have  spoken  of  this  love  in  another  , 
place  and  shall  not  refer  to  it  here.' 

The  romantic  philosophy  of  beauty,  as  revealed  in  love,  > 
has  very  much  in  its  favor.  It  led  our  writers  to  extrava- 
gances and  speculations  as  to  God  or  the  universe  which 
may  not  have  any  real  practical  bearing  upon  artistic  life, 
yet  the  essence  of  this  philosophy  is  genuinely  poetic. 
Poetry  founded  on  love  means,  as  we  have  seen,  that 
poetry  is  felt,  that  it  is  the  poet's  love  that  produced  it, 
that  it  is  a  part  of  the  life  of  the  poet's  own  soul.  There 
can  never  be  any  poetry  unless  it  be  that.  Romanticism 
in  insisting  upon  this  does  no  more  than  insist  upon  the 
spirit  of  poetry  itself.  This  love-spirit  has  always  been 
the  foundation  of  poetry  and  will  continue  to  be  so.  The 
poets  of  antiquity,  the  Middle  Ages,  the  Renaissance,  and 
of  our  own  time  have  this  romantic  love  for  their  essential 
quality.  So  interpreted,  it  is  perfectly  true  what  Fried  rich 
Schlegel  said  in  his  famous  epigram,  called  the  locus 
classicus  of  the  Romantic  School:  "Romantic  poetry  is  the 
only  one  of  its  kind  which  is,  as  it  were,  the  poetry  of 
poetry ;  for,  in  a  certain  sense,  all  poetry  is  and  should  be 
romantic."  Or  in  another  place:  "The  spirit  of  poetry 
is  one  and  the  same  everywhere. " 

Poetry  founded  on  love  means,  secondly,  that  it  is  the  off- 

*Cf.  Chaptera  on  "Novalis  and  hi»  Hymns  to  the  Night "  and 
"Love,  Marriage  and  Fried.  Schlegel'a  'Lucinde.'  " 

•Cf.  Pried.  Schlegel 's  Jugendschriften,  Vol.  II,  p.  220  ( Athenaeum '§ 
Fragment,  No.  116). 

•Cf.  Fried.  Schlegel 's  Jugendschriften,  Vol.  II,  p.  382. 
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We  have  seen  what  the  mood  is  and 

how  important  a  place  it  occupied  in  romantic  poetry. 

L'.-Muine  piece  of  poetry  must  flow  from  it    Onward 

an   the   poet   with  joy   and   enthusiasm   until   the 

end  ia  reach.  ,1.  Sehlegel  speaks  of  this  enthusiasm 

iese  words:  "Mere  representation  of  people  and  their 

lives  and  actions  does  not  make  poetry,  no  more  than  bare 

forma,  even  though  you  may  work  the  matter 

a  million  times.     That  is  only,  after  all.  the  visible 

•'  poetry,  and  when  its  spirit  ia  gone 

.IMS  I. ut,  as  it  were,  the  corpse  of  poetry.    But 

park  of  enthusiasm  breaks  forth  in  the  poet's  work, 

we  get  an  .  ntm -ly  new  creation,  full  of  life,  shining  in  the 

of  beauty  and  love." '    True  poetry  must  be  a  "new 

creation."  and  there  can  indeed  be  no  true  creation  save 

what  has  been  created  by  the  spark  of 

t   the  spark  of 
divit  »riu'iM  had  much  to  do  with  infinming  their 

enthnaiaam  for  poetry ;  the  principle  is,  however,  the  same. 
we  believe  t  poet  is  divinely  inspired 

••  will  all  agree  that  he  must  be  inspired,  and 
can  do  that  save  love, 
ve  assures  to  poetry,  thirdly  in  dependence,  origin/. 

lity.     Perhaps   •  .  idual  element  of  poetry 

was  quite  so  much  emphasized  by  our  poets  as  this.    Poetry 

of  the  highest  cannot  arise  fmm  imitation  nor  from 

t   must  come  from  the  living  spring  of 

poet  harbors  in  his  own  bosom. 

must  write  out  his  own  personal  self. 

vidu.-ditv     Tn  this  erase  Schle^pl's  words  (so 

misun  '  thnt  the  poet  cannot  recognise  any 

law  *  »wn  are  indisputably  tm  lover  cannot 

Buffer  int**rfwne<» :  if  he 
he  his  own  most  iWtViWv/T/  love.    "Every 

'Of    Fri«i  9rhl*g«l  '•  J«?ffMtM*rtf f *•.  Vol.  II,  p.  ML 
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man  bears  the  seeds  of  poetry  in  his  own  self,"  declares 
Pried.  Schlegel.  "This  must  and  should  be  left  hit 
long  as  he  is  the  man  he  is,  so  long  as  anything  original 
is  left  in  him;  and  no  method  of  criticism  can,  or  oii'_rht 
to,  deprive  him  of  this  his  own  veritable  self,  his  own 
innermost  life.  .  .  .  The  highest  science  of  criticism  shall 
teach  him  that  he  must  grow  by  the  powers  that  he  has  in 
himself,"1 

Love  gives  to  poetry,  in  the  fourth  place,  universality. 
It  opens  the  doors  of  the  whole  world  of  poetry  to 
over  and  sing  its  songs,  making  no  limitations  as  to 
matter  or  treatment,  setting  up  no  law  save  that  of  l«»ve 
itself.  It  cultivates  a  sympathy  for  the  poetic  worl 
every  nation,  a  sympathy  for  all  life,  provided  it  have  the 
elements  that  will  kindle  love.  This  cosmopolitan  sym- 
pathy is  on  every  page  of  our  writers'  works,  and  the 
Tightness  of  their  critical  judgment  in  selecting  from 
among  the  world's  great  body  of  literature  and  art  those 
works  which  are  universally  recognized,  is  the  proof  of  the 
F'-nnineness  of  their  artistic  instincts. 

Nevertheless,  their  love-gospel  was  not  a  perfect  on  P. 
Lasting  as  the  values  of  all  these  elements  are  which  we 
have  just  enumerated,  love  is  yet  lacking  in  snffifi*  nov. 
We  miss  in  it  what  we  stand  most  in  need  of  to-day  in 
matters  of  poetry, — that  impetus  engendered  by 
which,  losing  itself,  finds  its  ideals  out  in  the  great 
struggling  world  of  humanity.  We  miss  in  it  the  love  of; 
restraint  for  the  good  of  others,  the  love  for  deed  and 
sacrifice. 

But  we  must  be   just  to   our  writers.     Some   r« 
apologists  have  attomptod  to  defend  t)u»ir  n>sth<-tK-  philoso- 
phy even  on  the  ground  where  we  have  just  found  thorn 
weak.    Our  writers  eonld  be  serious,  and  thoir  lovr»  oonld 
be   most  comprehensive.     They  could  be  humanitarians. 

«Cf.  Pried.  Schlegel'B  Jugendschriften,  Vol.  II,  pp.  338  and  359. 
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We  CAM,  perlllpSj,  lM-st  stinly  this  humanitarian. *rn   ;r,   •},•-. r 

r  here  they  were  not  impressionists  put  and 

.-ippreciir  ties,  seekinf  to 

ilnvate,  and  bring  to  the  knowledge  of 

i>oetry  of  all  nations.     They  had  a  truly  uni renal 

. .     Moreover,  we  know  how  vitally  their  whole 

Hophy  of  life  and  poetry  waa  sanctified  by  religious 

final  minion  waa,  after  all,  not  to 

>onal  life,  but  a  life  in  ton* 

They  firmly  believed  that  no  man 

claim  to  the  name  poet  who  had  n«.t  •  mal 

love  in  him.     As  Fried.  Schlegel  expresses  it:    "Thete 

rial  and  individual  thing*  have  meaning  for  the  true 

in  so  far  aa  they  eooaeet  themselves  with 

Me  symbol  of  the  one  eternal  Lov 

This  is  all  very  well,  the  poetic  imagination  may  bring 
fe  many  things  beautiful  and  great  lying  beyon 

nis,  and  the  rare  poetic  soul  may  have  unusual 
experiences   in   matters  spiritual;   but  what  we  ask 
aiMiti-'M.  of  the  great  poet  of  humanity  is  a  knowledge  of 
•A-orld  of  human  affairs.     Such  a  knowledge  the  ro- 
manticists could  not  give  us.    Romantic  love  led  our  wr 
too  far  away  from  lifV  in-  Idles  of  the  unseen  world. 

What  we  need  is  a  love  large  enough  to  embrace  the  seen 
actual  world ;  a  love  of  ideals,  of  course,  nevertheless, 

*  drawn  from  actual  life.    We  need  ideals  plain  and 
definite,  that  can  be  presented  in  intrllifrihlc  form,  under- 

nil.  emhodyine  lasting  qualities  of  human  nature. 

•  strain  we  know  that  our  writers  werr  not  only  men 

o  of  intolWt.    Thi*  truth  has  been  forced 

lifferent   times.     A  dithvrambic  outpouring. 

an  nnre*tminfv1  enthimiaam.  a  blind  love  was  for«M*n  to 

Th^v  had  thoneht.  therefore,  a  grrtit  d*«l 

about  tho  n<v»ds  of  humanity.    5^>mo  of  thorn  had  ev*»n  little 

•Cf.  PH«»d.  Schl^fl't  JmtembrMft**,  VoL  U,  fw  tTL 
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systems  of  morality,   in  which  they  had   formulated  tlirir 
duties   towards    th.-ir    fellow-men.      They   were    b.-li- 
not  only  in  aesthetic  but  also  ethical  culture,  and  ha\-    a 
great  deal  to  say  about  the  moral  development  of  i 
according  to  his  own  inm-mmst  individuality. 

Yet  I  fail  to  find  in  this  moral  development  much  of 
love  we  are  now  seeking.     We  can  see  this  best  in   the 
moral  code  of  Fried.  Schlnrel.  who  here,  as  in  many  other 
nces.   must   again   be  made   our   spokesman.      Fried. 
Schlegel's  love  is  one  nurtured  by  philosophic  and  p«>,-tie, 
theories  rather  than  one  found  in  the  world  at  large  m 
men  needing  love.    His  is  the  love  of  one's  own  dear 
which  grows  and  develops  by  overcoming  the  obstacj. 
the  outer  world    (Fichte).     Or  it   is   an   indisrrim 
sympathetic  enjoyment  of  all  phases  of  nature  (Scb-llini.0 
rather  than  the  exerting  of  an  influence  for  good.     Tt  is 
not  a  love  with  a  definite  human  aim.    And  yet,  so  T  take 
it,  genuine  love  fastens  itself  on  something  definite,  and 
levelopment  of  character  consists  in  doin?  the  definite 
deed.    Romantic  character  grows  mainly  by  striving  with- 
out doing — at  least  without   dointr  the   practical,   definite 
deed    that   will   raise   the   moral   standard   of   the   world. 
Sehleerel  has  most  tor-  --^ssed  this  romantic  limitation 

in   the   following  epigram :    "We  have   mornUfn   on1 

prnport  <    Inn'r    jtln'lnwj.'  >>of>trjl.'n      Wl' 

declaration!     How  significantly  romantic!     A  whole   dis- 

tion   on   romanticism   might   be   written,    founded    on 

"no  sentence.     Sohlo.crol's  character  is  developed  from 

:n.  not  from   without  by  contact   with  the  world       Tt 

veloped  by  philosophy  and  poetry,  not  by  a  study  of 

humanity's  needs.     There  are  not  utterances  wanting  that 

speak  of  a  love  for  man:  but  this  love  is  mostly  confined 

to  a  few,  to  a  love  or  friendship  for  the  members  of  the 

'"Man  hat  nur  Moral,  ale  man  Philosophic  und  Poesie  hat.'' 
Fried.  Schlegel'8  Jugendschriften,  Vol.  II,  p.  296,  (Ideen  No.  62). 
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•ati.-      T 


tics,  men  who  had  the  God-given  PkantagU,  and 
God-given  Ironi*,  and  the  God-given  0em«.    The  rest, 
were  of  the  common  herd,  prosaic  mind*,  who 
r  eyes  fattened  on  earth  rat!  >  on  heaven. 

used  to  call  these  men.     "The  artist  is 
•  the  man  as  the  statue  is  above  the  pedestal  on  * 
nds/'says  Novalis. 

\\V  can  have,  in  theory,  no  objection  to  this  feeling  of 
Bfetocrc  icy  is  one  in  which  man 

1 1  most  give  us  man  who 
moral  restraint,  who  adhere* 
>  willing  to  make  sacrifices,  who  believe*  in 
'•ure  which  irives  for  the  cor;  rtkm 

as  it  receives;  Imt  n<>t  man  \vli...  with  <li«dnin  f 

'.••s  empty  claims  of  superiority.     In  nth.-r  wnrda, 
ist  be  first  a  humanitarian.  >i  he 

•!i.«  wnrM'x  needs  an<i 
£ov  ]  restrain,  will  find  ir 

ill  thn<  LT..W  tQ  »•••      ^-'ritual 
n.     The  poet  mn^t  pnvs  thn>n-h  h'r 
re  he  ean  I*'  a  •- 

'•at   was  then  th  u^'   f«-r  *\  romnnti- 

rists  liv.-.l?     It  was  th««  infiltration  of  love  into  p«vtrv.  nn«l 

aft.-r  hi"h  spiritual  l.-v.-K  n  r  •- •    '    1      ithin 

Mut  wmi  then*  nothintr 
f.»r  man!    Tea:  v«  • 

tian.— to  pofJi*'  the 

'•jinat*.  in  v 

im    the    romantic    Oollen    A^r 
.greatest  dream.  Poetry  waa  made  the  tool  of  the 
IM 
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New  Romantic  Epoch  and  Love  and  Peace  became  the 
rulers  of  the  new  kingdom.  This  poetization  was  effected 
within  the  inner  life  of  our  writers  by  the  steady  cultiva- 
tion of  their  own  ego  upward  to  the  fountainhead  of  beauty 
and  love  and  philosophy  and  virtue  and  religion — to  God. 
Then  they  meant  to  return,  and  substitute  this  newly-won 
and  enriched  world  of  love  and  beauty  in  the  place  of  the 
old,  prosaic,  philistine  world.  We  can  see  now  what  they 
meant  to  accomplish.  Theirs  was  not  a  direct  poetization 
of  life,  but  a  substitution  of  the  inner  for  the  outer  life, 
a  poetization  "by  substitution."  We  can  study  this  at 
leisure  in  their  novels,  in  which  their  heroes'  chief  deeds 
consist  in  brushing  aside  the  world  of  plain  facts,  and  in 
putting  in  its  place  an  ideal  dream-world.  This  was  their 
chief  failure.  The  truly  humanistic  poet  aims  also  at 
poetization,  but  his  is  not  a  poetization  by  substitution  but 
through  direct  human  idealization.  The  humanistic  poet 
achieves  his  ends  by  representing  life's  ideals  in  the  midst 
of  life's  realities,  not  by  doing  away  with  them.  Since 
this  is  so  we  do  not  call  the  final  outcome  "poetization" 
but  "idealization."  Such  idealization  is  a  real  thing,  that 
of  the  romanticists — a  dream,  a  beautiful  love-dream. 
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CHAPTER  IX 

ROMANTICISM  AND  NATURE 

I 

WHBN  we  say  that  Rousseau  is  the  sire  of 

ry  r.'iMaMti.-ism,  we  only  repeat  what  haa  bean  aaid 
many  tunes.  Yet  in  this  very  repetition,  which  haa  ho  own 
almost  axiomatic,  there  lies  buried  a  eeed  of  fallacy;  for, 

•i  frequently,  this  sireship  in  interpreted  to  mean  the 
•ounce  from  which  romanticism  came,  and  in  which  all  its 

t   traits  were  already  contained.     In  no  reapeet  if 

rpretation  farther  removed  from  the  bound*  of 

truth  than  in  th*-  matter  of  Rousseau's  feelings  for  nature. 

is  imbued  indeed  with  a  new  spirit,  which  impelled 
man  to  turn  away  from  the  world's  crude  realities  and  to 
seek  solace  at  the  bosom  of  nature,  in  whose  embraces  he 

1  peace  and  happiness,  whose  beauty  and  lespoualra- 

ness  calmed  him.  lulling  him  into  states  of  reverie,  and 

awakening  in   him  those  deep  undercurrents  of  human 

which  the  world  had  been  waiting  so  long. 

his  love  for  nature  had  certainly  great  limita- 
tions 

Here  is  a  noted  passage,  perhaps  the  moat  noted,  taken 
from  the  fourth  book  of  his  Conf«**io**,  which  tells  us  at 
once  what  nature  Rousseau  loved  beat  :— 

"You  know  what  I  mean  by  country  that  is  beautiful. 

A  flat  stretch  of  land,  though  ever  to  beautiful  to  sons, 

ever  be  so  to  my  eyes.    I  must  haw  torrents,  fir-trees, 

dark  woods,  mountains,  steep  paths  hard  to 
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descend,  with  precipices  on  both  sides  that  alarm  one 
greatly.  I  experienced  this  pleasure  to  the  fullest  extent  as 
I  approached  Chambe*ry,  not  far  from  a  mountain  road 
called  Pas  d'Echelles.  Below  the  main  road  hewn  through 
the  solid  rock  rushes  a  small  river  through  a  fearful 
chasm,  which  it  must  have  taken  millions  of  . 
to  form.  The  road  is  hedged  in  by  a  parapet  to  prevent 
accidents.  This  enabled  me  to  view  the  entire  depth  of  t  he 
chasm  and  to  surrender  myself  to  the  feeling  of  vertigo  to 
my  heart's  delight;  for  it  is  curious  that  the  great  part 
of  the  pleasure  I  take  in  these  steep  precipices  lies  in  the 
giddiness  they  give  me,  of  which  I  am  extraordinarily 
fond,  so  long  as  I  know  myself  in  a  safe  place.  Leaning 
over  the  parapet,  I  remained  for  hours,  catching,  now  and 
then,  a  glance  of  the  foaming,  blue  water,  whose  roaring 
noise  struck  my  ear  mingled  with  the  cries  of  ravens  and 
birds  of  prey  that  flew  from  rock  to  rock  and  bush  to 
bush  six  hundred  feet  below  me." 

Wild  and  inaccessible,  therefore,  was  the  peculiar  beauty 
to  which  Rousseau's  temperament  was  attuned: — that  wild 
beauty  which  charms  the  susceptible  mind  but  is  horrible 
to  others;  the  beauty  of  a  nature  big  and  lofty ;  of  a  nature 
which  we  sometimes  call  sublime  in  contradiction  to  the 
beautiful,  in  which  pleasure  is  mixed  with  awe ;  of  a  nature 
seen  from  lonely  mountain  tops,  awakening  emotion 
adoration  for  the  wonders  of  God's  creation,  and  heroic 
resolves  for  a  nobler  life,  heretofore  led  in  the  valleys  be- 
low. Such  was  Rousseau's  feeling  for  nature — epoch-mak- 
ing; for  the  poets  of  his  time  sang  not  the  praises  of  the 
sublime  beauties  of  the  Alps,  but  rather  those  idyll  in, 
pastoral  beauties, — of  peaceful  valleys,  of  enamelled  mead- 
ows, of  soft  zephyrs  that  move  the  waves  across  the  grain, 
of  silvery  streams,  of  mossy  turfs,  of  quiet  lakes,  of  laugh- 
ing fields,  "fair  groves  and  beds  of  flowerets  gay."  In- 
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d  poets  had  not  been  wanting  previous  to 
o  anticipated  him  in  directing  attention,  through  thtir 
•try,  to  that  name  tort  of  wild  scenery.  We  Mad  only 
all  Shakespeare  in  the  Tiro  Gentlemen  of  Verona  :- 

"Th»  shadowy  deeert,  untntpmtt 
1  better  brook  !*»••*  flouria&ing  peopled 


Here  can  I  tit  alone,  on  teen  of  any, 
And  to  the  nightingale's  eooiplaini 
Tune  my  tittremm  and  record  my 


These  words  contain  Rousseau's  nature  in  epitome,— the 
deserted  place,  the  love  of  solitude,  the  sad  and  melan- 
choly strain,  and  besides,  something  more  pointing  beyond 
Rousseau  to  the  romanticist  But  this  feeling  for  nature 
was  not  wide-spread,  and  was  soon  forgotten  during  the 

-ving  centuries  of  plain  thinking.    When,  finally,  the 

ii  to  nature  came,  we  find  that  none  of  Rousseau's 
contemporaries,  neither  Klopstock  nor  Thompson  nor 

kes  nor  Haller  nor  Friedrich  Stolberg  approached  in 
fervor  Rousseau's  dominant  and  revolutionizing  lore. 
What  waa  with  them,  to  a  large  degree,  merely  an  agree- 

sensation  of  pleasure,  a  pleasant  reaction  following 
upon  a  long  period  of  crowded  city  life,  waa  with  Rousseau 
soul-nourishment,  life-enhancement,  ravishment,  positive 
eeatacy.  So  that  Rousseau  stands  out  aa  a  new  prophet,  a 
new  big  figure  in  the  history  of  man's  feelings  for  na- 

w  this  wild  scenery,  these  dashing,  thundering  cas- 
cades, these  mighty,  snow-clad  mountains,  these  yawning 
abysses,  gloomy  forests,  inaccessible  paths,  lonely,  unfre- 

ted  spots  were  called  in  Rousseau's  day,  and  are 
called  at  time*,  in  our  own  day  "romantic."  In  England 

-vord  with  this  particular  meaning  can  be  traced  back 
to  1664,  to  John  Evelyn's  diary.  Here  the  word 

•ocurs  twice: — 
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"There  is  also  on  the  side  of  this  horrid  Alp  a  very 
romantic  seat;"  and — 

"  Tis  a  squalid  den  made  in  the  rock  crowned  yet  with 
venerable  oaks  and  looking  on  a  goodly  strcame,  so  as,  were 
it  improved  as  it  might  be,  'twere  capable  of  being  made 
a  most  romantic  and  pleasant  place." 

It  is  not  entirely  clear  what  the  word  romantic  in  this 
sense  stood  for,  precisely  what  it  included  or  excluded,  nor 
is  it  to  us  to-day  an  absolutely  fixed  quantity;  yet  it  may 
be  said  that  we  have  all  a  fairly  definite  feeling  for  it. 
As  so  defined,  Rousseau's  nature  was  romantic. 

When  we  turn  now  from  Rousseau  to  our  romanticists, 
we  shall  find  that  the  word  romantic,  as  applied  to  Rous- 
seau, fails  of  its  older  meaning,  and  assumes  a  different, 
larger  and  more  modern  meaning.  Indeed  the  romanti- 
cists were  also  lovers  of  wild  scenery,  but  likewise  of  the 
idyllic,  pastoral  or  elegiac,  in  fact  of  all  nature  without 
distinction.  Their  feeling  for  nature  was  not  limited  to 
any  special  kind  of  scenery.  Love  of  nature's  wildnew 
was  not  the  distinctive  characteristic  of  their  nature  sense ; 
but  rather  an  intimacy  of  association,  growing  out  of  a 
recognition  of  spiritual  kinship  between  poet  and  nature. 
To  the  romanticists,  nature  was  a  world  of  living  beings 
possessed  of  a  life  either  bestowed  upon  them  by  the  poet's 
imagination,  or  already  immanent  in  them.  They  com- 
muned with  nature  as  with  beings  possessed  of  an  organi- 
zation like  their  own  selves,  or  with  beings  making  up  a 
vast  world  of  divine  revelations.  They  were  symbolists  and 
pantheists;  Rousseau,  however,  was  only  a  lover  of  nature 
and  a  theist. 


The  romanticists'  feeling  for  nature  shows  itself  in  two 
mental  attitudes^}  A  subjective  attitude,  which  may  be 
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!•  in  the  sentence,  "Man  is  the 
nd  eipiMsoJ  in  the  following 


"Lady,  wt  reeeire  hot  what  we  gin, 
Amd  in  our  life  aloe*  fees  mater*  lire: 

om  lifei 


Secondly,  a  pantheistic  attitude,  contained  in  the 
"God  is  the  prince  of  poets  and  the  universe  hit 
book/'  and  expressed  by  Tennyson  in  the  sUnza  appended 
to  his  Higher  Pantheism*:— 

"Flower  in  the  crannied  wall, 
I  pluck  you  out  of  the  crannies; — 
Hold  jou  here,  root  and  all,  la  my  hand, 
Little  flower— but  if  I  could  understand 
What  you  are,  root  and  all,  and  all  in  all, 
I  Should  know  what  God  and  man  U." 

The  subjective  animation  of  nature  was  not  entirely  new.) 
It  is  found  in  the  later  poetry  of  the  Greeks,  especially/ 
in  Theocritus;  in  the  Renaissance,  where  it  reached  ita 
Mgfcfut  development  in  Petrarch;  in  Shakespeare;  and 
again,  with  greater  wealth  and  var  <  toethe,  by  whom 

it  was  handed  over  to  the  romanticists.  Nor  was  paiT- 
theism  new,  for  it  is  found  in  the  philosophy  of  the  Orient- 
al*, the  Greeks,  the  Neoplatonists,  in  Giordano  Bruno,  Cam- 
panello,  Spinoza;  but  it  was  rarely  ever  used  for  poetfe 
purposes.  Since  the  middle  of  the  eighteenth  century, 
however,  with  Herder  and  Goethe  as  leaden,  philosophy 
joined  itself  to  poetry ;  and  this  new  poetic  pantheism  came 
to  occupy  a  dominant  position  in  the  whole  activity  of  the 
German  romanticists. 

This  poetic  intercourse  with  nature  presents  many  interest- 
ing  questions  of  psychology  and  sxthetks,  to  which 
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has,  of  late  years,  given  a  great  deal  of  thought.    One  fam- 
iliar with  the  subject  cannot  fail  to  notice,  in  studying  the] 
German  romanticists,  the  extraordinary  degree  ut    atten- 
tion which  they  themselves  bestowed  upon  the  matter.    They! 
did  not  naively  commune  with  nature,  but  knew  the  why 
and  wherefore  of  the  whole  psychological  process.     Wei 

:mot  say  this  with  the  same  certainty  of  the  older  poets.] 
We  know  not  to  what  extent  Homer,  Theocritus,  IVtran-h  ,.r 
Shakespeare  had  become  conscious,  each  in  his  own  way,  of  1 
the  play  of  mind  on  matter,  as  they  took  tin -ir   walks 
through  nature's  garden,  albeit  we  know  that  th< 
difference  in  their  several  nature  sense.    It  may  have  cornel 
to  them,  more  or  less,  instinctively  along  with  the  songj 
quality  of  lyrical  expression. 

—     The  romanticist   knew   very   well   that    a    larire   share   of 
what   we  eall  beauty   in   nature   is  n«.t    attached   t<>  the  out- 

fe  object;  that  man  sees  nature's  beauties  only  in   pro- 
portion as  he  is  able  to  give  of  the  treasures  of  ! 
heart,  and  bestow  their  wealth  upon  external  nature.    The! 
whiteness  of  the  lily  will  remain  a  dead  color  to  him,  un- 
less he  can,  with  a  sympathetic  heart  and  seeing  imagina- 
tion, put  himself  in  the  place  of  this  lily,  live,  as  it  were, 
the  flower's  life  during  the  moments  'of  his  loving  con- 
templation.    Then  he  will  see — feel  rather — in  this  white 
;•  what  we  intellectually  express  l.y  the  word  "purity." 
He  will  live  a  1  i'lirity  in  these  inonie: 

in  the  case  of  this  lily,  so  the  great  body  of  nature's  formal 
offer  to  man  an  undreamed  of  wealth  of  spiritual  eorre- 
spondences,  which  will  enable  him  to  commune  with   na- 
ture as  with  one  kindred  in  spirit.    He  will  give  her  lif»\ 
by  the  breath  of  his  own  life,  and  yet  will  receive  in  re-1 
turn  an  unexpected,  newly  discovered  gift,  namely  his  own! 
self  as  seen  in  a  mirror,  and  yet  again,  it  would  seem,  anj 
outside  sympathetic  friend.    "Do  you  think  we  are  really 
able  to  describe  nature  as  it  is?"  asks  Tieck  in  one  of  his 
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tigs.    "Every  eye  must  Me  it  in  m  certain  eon- 
•n  with  the  heart,  clue  we  do  not  Me  anything,  at 
least  nothing  that  would  pleaee  us  if  told  in  verse.    U  not 
person  of  a  poetic  mind  put  into  a  mood  in  which 
trees  and  flowen  appear  to  him  like  living  and  friendly 
beings,  and  is  this  not  the  interest  that  we  take  in  nature  I 
the  green  shrubs  and  plants  delight  us,  but  the  hid- 
den divinations  that  arise,  as  it  were,  from  them  and 
greet  us.     Man  discovers  then  new  and  wondrous  rela- 
tweed    hmis.  tare   sympat 

. 
pp  beautification.  no  sham  additions,  are  needed  to 

and  charm  of  poetry.  ...  It  seems  to"me 

plain  enough  that  man  looks  upon  nature  ss  a 
iny  and  feeling  being;  that,  therefor  king  up- 

leaf  or,  perchance,  upon  the  great  ocean,  many  things 

will  suggest  themselves  to  his  mind  which  are  not  in  these 
ts  themselves  if  seen  by  beings  differently  organised, 

tmt  in  man's  own  soul." '    We  could  hardly  wish  for  a 

more  lucid  formulation.    It  could  be  used  as  a  foundation 

•.  dissertation  leading  up  to  our  modern  psycho-physical 

nts  and  aesthetic  rationale  on  this  subject    None 

of  th.  nth.  r  romanticists  has  expressed  the  idea  so  well, 
:h  all  had  a  full  understanding  of  it.  Tieck  as  a 

poet  of  nature  occupies  among  the  German 


same  position  that  Wordsworth  occupies  among' the 
Kn-jlish  r»inaMti<-ists. 

is  is  the  good  side  of  the  matter.  It  had,  however, 
also  an  evil  side.  These  two  tendencies,  the  good  and  the 
evil  can  be  beet  studied  in  the  works  of  TSeek. 

n   is  indeed  the  principal  agent  in  tits  intercourse 

I  rustle  with  the  wind,"  says  Herder,  who 

with  ( j.H-th.'  and  Schiller  was  really  one  of  the  progenitors 

*Cf.   Tieck '•  Kriti***  MH/to,  YoL  I,  p. 
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of  the  whole  conception,  "I  rustle  with  the  wind,  and  be- 
come  alive — give  life — inspire — I  inhale  fragrance,  and  ex- 
hale it  with  the  flowers;  I  dissolve  in  water;  I  float  in  the 
blue  sky ;  /  feel  all  these  feelings. ' '  True !  We  admire  the 
great  human  I  for  its  wonder-working  ability  to  do  all 
these  things;  we  appreciate  the  poet's  triumphant  joy  in 
making  use  of  this  ability  granted  him  above  all  other 
mortals;  and  yet  what  is  the  purpose  of  it  all?  May  the 
poet  make  use  of  his  gift  for  its  own  sake,  or  should  he 
use  it  for  a  higher  endf  Is  that  end  not  the  establishment 
of  sympathetic  relationships  between  nature  and  human 
nature;  the  revelation  through  poetic  means  of  those  mani- 
fold correspondences  existing  between  these  two  great 
realms  1  This,  Tieck  often  forgot.  Charmed  by  the  liberty 
of  his  I,  by  the  exultant  delights  he  could  have  in  dream- 
ing himself  into  nature's  myriad  forms  and  in  bat h ing 
his  moods  in  sky  and  sea,  he  forgot  the  real  poetic  <  n<l, 
and  became  self-indulgent,  playing  with  nature's- images] 
for  the  sake  of  the  play,  floating  in  the  heavens  and  dissnlv- 
ing  in  waters  for  the  pure  enjoyment  of  it  all.  He 
nature's  images  as  playthings  for  his  boyishly  perverse  fan- 
cy, somewhat  as  he  was  wont  to  do  with  poetry's  ry thins 
and  rhymes  to  satisfy  his  pleasure  for  music's  melodies.  <  H- 
ten,  therefore,  as  we  read  his  poetry,  we  find  ourselves  pass 
from  one  image  of  nature  to  another^Jrom  one  animal. -d 
bit  of  nature  to  another — each,  taken  by  itself,  itjnay  bef 
not  without  charm — yet,  when  we  have  reached  the  end, 
no  definite  picture  remains  in  our  mind.  We  leave  the 
poem  empty-handed,  without  definite  tfiftught  or  definite 
feeling.  This  weakness  of  Tieck  can  in  no  way  be  better 
criticized  than  in  the  words  of  his  own  friend,  Novalis: 
"The  poet  must  give  life  to  nature,  but  he  must  not  play 
with  his  moods."  "Poetry  must  be  carried  on  as  a  serious 
art.  As  pleasure  it  ceases  to  be  poetry.  A  poet  must  not 
roam  about  idly  the  livelong  day  in  search  of  images  and 
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>r   that 


111 


Yet,  when  we  have  once  entered  into  Tieck^J* 

iheee  egoistic  flights  of  his  imagination  Tlide 
•way  uiul, T  its  charms.    Hie  feeling  for  nature 


as  Tieck  produced.     We  might  almost  say  that,  without 
of  what  he  wrote  would  forever  sink  into  oblivion. 

any  troubles,  his  indispensable  friend,  dearer  than 

many  human  friends,  one  of  the  strings  on  his  poetic  lyre 

that  he  used  more  than  any  other  for  those  fleeting,  rornan* 

noodi  which,  otherwise,  could  not  have  been  so  well 

expressed. 

As  HiM>n   its   thf 


SJUd  reflects,  M  in  a  mirror,  the  poet'*  p«v*hwi  *****     With 

sjp  it  singsand  dances,  makes  love,  weeps,  and 

wnen  ke  is  hapft?,  WPUU,  flUweT,  tod  bird  mil  Rim  so.    TV 

on  leaf  and  blade.  A  gentle  breese  passes  through  the 
tree-tops,  and  stirs  their  leaves  as  if  it  were  moving  so  many 
tongues  ready  to  speak  out  their  joy.  What  a  spirit  of 
happiness,  what  friendship!  Neither  the  poet  through  his 

s,  nor  his  characters  through  their  speeches,  need 
speak,  we  know  beforehand  what  is  in  their  minds.  And 

i  the  poet  is  sad,  dark  clouds  Win  to  gather  in  the 

Norahi '  works  (M «ismr),  VoL  III,  pp.  5»  60;  H«vmsV 
(Htilbora),  Voi  I,  p.  lllaT. 
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in**  «nH  flnwors  drnnpr  and  the  birds  are  sih  lit. 

In  this  sympathetic  intercourse  between  poet  and  nature, 
some  correspondences  occur  more  frequently  than  others! 
•^Nature's  lights,  gleams,  and  flickers  attract  our  special^ 
attention.    Among  these  the  moon  occupies  an  interesting! 
and  peculiarly  romantic  position.    It  had  already  shed  its! 
silvery  light  in  abundance  in  the  sentimental  poetry  of  the] 
past,  in  Ossian,  Toung,  Klopstock,  Stolberg,  and  also  the 
young  Goethe.     A  new  significant  meaning  is  added.     It 
becomes  the  lamp  of  the  night,  the  lamp  of  that 
realm  of  mystery,  that  unknown  land  of  wonders  and 
supeiTLaturaj^agencies,  which  begins  wjtk_sunset  when  the 
eye^jfjjgan  is  held  hy  darlmesg      The  moon  was  to   «>ur 
writers~the~symbol  of  things  and  powers  unseen,  the  symbofl 
of  great  and  terrible  powers,  as  also  of  romantic  visions-and 
fairy  dreams. 

In  that  gruesome  night  in  Tieck's  Der  blonde  Eckl»rt 
in  which  Bertha  unburdened  her  conscience-stricken  soul 
of  its  great  crime,  nature  takes  a  sympathetic  part.  The 
night  is  dark  and  cold,  the  winds  howl,  and  black  clouds 
chase  over  the  heaven — the  moon  blinks  through  its  open 
spaces  from  time  to  time  with  magnificent  irony,  like  a 
Mephistopheles,  the  representative  of  the  unknown  world 
which  lies  back  of  our  conscience.  Go  on  with  your  story 
the  moon  seems  to  say,  the  day  of  judgment  has  now  come. 

When  the  witch,  Winfreda,  in  Tieck's  Genoveva,  is  about 
to  deceive  Siegfried  by  a  trick  of  magic  by  showing  him 
in  a  mirror  his  wife,  Genoveva,  in  the  arms  of  another 
man,  her  joy  in  the  deception  which  is  to  be  practised  is' 
indicated  by  the  luster  and  glitter  of  lights  and  sounds. 

"Die  Lichter  brennen, 
Die  Farben  schimmern, 
Die  Sterne  flimmern 
Die  Wande  klingen, 
Die  gemalten  Vogel  singen," 
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»  peeps  inquisitively  through  the  window  to 

be  present  at  the  performance  of  the  trick.  It  is  taken 
-ranted  that  it  has  a  natural  right  to  be  there.  Later, 
•  Oenoveva  in  Drago's  arms,  is  actually  shown  to 

Siegfried,  the  latter  grows  very  angry.  All  at  ones  the 
s  disappear.  Only  the  moon  remains.  While  the 
•I'B  gleeful  mood  prevailed,  the  lights  shone  brightly, 

but  the  moment  that  Siegfried's  angry 

foreground  the  bright,  gay  world  of  lights 
MI....J i.  however,  the  neutral,  mystical  outsider,  ironic 

knower  of  the  unsolved  mystery,  stayed  to  illumine  the 

Equally  important  with  nature's  lights 

had  set  in,  the  crickets  at  the  hearth 
began  th.-ir  peaceful  evening  song,  a  nightingale  sang  from 
the  bushes  at  the  brook,  and  Franz  felt  that  the  joy  and 
peace  of  a  quiet,  simple  home  had  never  come  so  close  to 
his  heart  as  in  this  mom* 

itui 

Somet  imes  one  single  note,  perhaps 
of  th«>  sh'-ph'-rd's  pip.-  li.-ani  in  the  distance  immeasurably 

romantie  f ••••lings.     No  doubt  the 

indulged,  at  times,  in  undue  extravagances  in  their 

fc  solitude.     A   profound  truth, 

rlies  these  indulgences.    Who  has  not.  travel- 

ing  in  a  mail  coach  over  one  of  Switzerland's  solitary 

mountain  passes,  at  a  point  where  no  human  being,  no 

human  habitation  is  visible,  amid  sn  amphitheatre  of  vast, 

irregular  mountain  groups,  towering  up  into  space, 

eternal  snow,  decked  with  vast  stretches  of 

teas  and  solitude,  overcome  by  feelings  of  awe 

and  wonder— who  has  not,  just  at  that  moment,  when  the 

postilion  puts  his  hom  to  his  lips  and  sings  out  a  melody 

•h  primitive  sadness    who  has  not  then  beam 

ed  to  the  naked  marrow  of  his  soulf    It  is  a  never 
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to  be  forgotten  moment.  That  melody  of  sadness  and 
loneliness  blends  outer  and  inner  world  as  if  by  super- 
natural agencies:  melody,  landscape,  mood  merge  into  one 
spiritual  ensemble.  Awe  and  wonder  in  the  midst  of 
solitude  and  barrenness  take  wings  and  vibrate  in  the 
sounds  of  the  horn's  music. 

These  lights,  and  these  sounds  with  their  musical  accom- 
paniment, are  the  chief  sources  of  correspondence  between 
poet  and  nature.  We  can  observe  a  great  variety  of  moods. 
Of  Tieck's  love-moods  none  is,  perhaps,  quite  as  beautiful 
as  that  which  we  find  in  his  Genoveva,  beginning  with  the 
words,  "Die  Lilien  stehen  wie  traumend  in  dem  Grunen." 
Few  poets  have  succeeded  so  fervently  in  presenting 
nature's  sympathies  for  the  lover  as  Tieck  in  this  scone. 
The  whole  of  nature  offers  her  passionate  devotion  to  that 
one  woman.  Earth's  hidden  forces  begin  to  stir:  the  trees 
move  after  her  as  if  attracted  by  the  force  of  a  magnet,  the 
grass  raises  itself  up  to  kiss  her  feet,  the  flowers  awaken 
from  sleep,  and  laugh,  the  rose  takes  on  the  bright  red  of 
Genoveva 's  own  lips,  the  lawn  becomes  gay  with  plant  life, 
gentle  breezes  play  about  the  trees'  branches,  bees  appear 
gathering  honey  for  her,  and  the  moon  weaves  a  crown  of 
glory  about  her  head.  But  Genoveva  wishes  not  to  stay. 
"You  will  not  tarry f"  asks  Golo  in  surprise.  "What 
more  can  be  your  desire?  Behold  the  flowers  gay,  the 
bright  green  lawn,  the  golden  moon,  the  stars  which  look 
upon  you  with  a  thousand  eyes.  It  is  a  golden  night.  Yes, 
Genoveva,  just  as  the  light's  true  power  is  revealed  in  the 
darkness  giving  life,  splendor,  gayness  to  the  world,  which 
but  for  it  would  be  dark  and  dead,  so  is  love  in  the  dark 
chambers  of  the  heart  giving  light  and  life  to  all  our 
feelings.  Only  the  night  reveals  love's  glory,  the  day 
throws  a  cloak  of  glittering  envy  upon  it."  But  Genoveva 
will  not  listen.  She  rejects  Golo's  love.  All  at  once  the 
brightness  and  gayness  of  the  summer  evening  vanish. 

172 


ROMANTICISM  AMD  NATURE 

This  fusion  of  mind  with  nature  fa  shewn  to  s 
order  to  the  Dream,  a  poem  ooouMBsontlve  of 
friendship  for  Waekenroder.  Hen.  doubt, 

despair  change  into  joy  and  happiness.  Tbt  two 
friends  are  alone  in  the  midst  of  a  mountainous  ravtet. 
thut  in  by  precipitoui  cliflk  It  ii  night,  the 
bUck  ekmda  ehaae  by,  an  owl  shrieks  through  the 
and  a  waterfall  tumble,  from  the  iiifhti  above  with 

:i*  noise.    The  darkneat  it  intense,  and  both  search 

vet  for  a  glimmer  of  light     Suddenly  they 

behold  a  tiny  light  at  their  feet,  which  grows  little  by  little. 

easting  it*  ray*  upon  the  green  jiaai.  until  it  rev**fc  itself 

rm  of  a  beautiful  plant    With  iti  appearanea— 

it  nik'nifiwi  Poetry— nature  flhingm  ooopletoly.    The  eioode 

•eparato,  a  gust  of  wind  drive*  them  into  the  dktanee.  the 

heaTCM  become  clear  and  blue,  and  the  ran  thinee  brightly 

upon  the  world.     This  sudden  change  is  interesting  in 

many  ways.     It  is  a  change  made  to  correspond  to  the 

4  joyous  feelings  in  the  presence  of  poetry.  The 
whole  romantic  nature-paraphernalia  is  pressed  into 
service:  the  leaves  of  the  plant  resound,  angels  srwe  from 
its  blossoms  and  shower  tones  of  F^Tifff  upon  the 

•••^^6  •«*Als\usl«»  ^MhA.^*«  •%  S]M  A^^^MBV^vIt  A^M  A    *% 

•wW%    DNiKXiy    TTMoancv    w*r>  wnrrr.       ^u 
number  of  words  erpressive  of  lieht  sppesr  in  the 
Flimmeniohein.  Rtemchen.  Liehtlein.  frfilich-ctissen 
gttnsend.    Strshlen.    Shimmer    erleuehtend. 
•rheinen.     ersehimmern.     entftedsB.     hell. 

fen.  Wundenrlsn*.  hnldes  Lieht 
»Unr.>nr1    eliihen.  weiss  belles  licH 
benrhein.  mit  Liehter 

AI«^V         — ^nmrl-  »— -          ^§ 

AISO  woros  eipn^^i^ 

tobei  n.  klinren, 

KUne.  erklinffen.  tftnen.  StfaMM,  noHhen,  •rklingm. 

melodiseh.  Wohllant.  singen. 
The  feeling  that  the  human  soul  fa  about  to 
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the  other  world  is  suggested  by  Tieck  in  the  follow  in 
of  nature: — 

"Above  in  the  sky  a  rainbow,  in  the  west  the  evening 
raining  down  in  golden  streams.  Sheep  grazing  on  the 
other  side.  The  birches  are  whispering. " 

A  mood  of  solitude  and  peace:— 

"Imagine  a  woody  country  with  a  vista  in  the  b.i'-k- 
ground  opening  upon  a  green  meadow;  the  sun  is  just. 
rising;  in  the  remote  distance  a  little  house  with  a  reJ 
roof  contrasting  sharply  with  the  green  of  bush  and! 
meadows. ' ' 

These  last  bits  of  nature  are  really  impressionistic  land- 
scapes. We  should  call  them  so  if  painted  on  canvaaj 
They  can  convey  their  meaning  by  a  few  strokes  of  llio 
brush.  Such  landscapes  were  especially  cultivated  by  the 
romanticists.  They  came  closest  to  musical  conn 
Often  the  sentiment  expressed  cannot  be  satisfactorily 
defined.  It  pervades  the  whole  like  atmosphere.  Comp.iro 
the  following: — 

" Meanwhile  the  moon  had  risen;  her  silvery  light  Rhone 
full  over  the  mountains  through  the  passes  .  .  .  and 
moist  meadows  mirroring  itself  in  the  waters.     The  wli<»lo 
country  was  bathed  in  a  mass  of  light,  yet  the  sov« -nil 
depressions  could  be  easily  distinguished,  though  suggested 
rnthcr  than  clearly  outlined;  the  sky  was  cloud  1<^.   tlio 
whole  made  the  impression  as  if  a  vast  sea  with  myri, 
shimmering  waves  flowing  gently  over  meadow  and  wood 
were  moving  towards  the  mountains  yonder. " 

The  romanticists,  especially  Tieck,  occupy  in  Gem 

Tf.    Tick's  Sternbald,  Minor,  p.  111. 
•Cf.  Tieck '»  Sternbald.  Minor,  p.  318. 

•Cf.  Tieck 's  Sttrnbald,  Minor,  p.  363;  cf.  also  chapter  on  "The 
Romantic  Mood. ' ' 
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thf  sphere  i>osition  that  Moriti  TOD 

v     in     MP-    -;.!..  rw    of 

were  amongst  the  fint  creators  of  the 
spheric  landscape. 

IV 

lo  all  of  these  eases  so  far  spoken  of  nature  receive*!  iu 

p.. ugh  the  poet*s  own  breath:  the  grandeur  of  the 

\vs'  bright  green,  the  flower*'  gayness, 

vesper  song,  the  whispers  of  the  forest, 

uatnrv's    lights   and   colors   and   sounds,   were  so   many 

ires    in    the   poet's   own   soul.      Nature 

ihed,  as  it  were,   the  garments  in   which  the  poet 

he  him* 

1    the   romanticists   had  yet  another  nature,    which 

was  mop-  than  a  in.-iv  iranm-nt.  \\hich  had  a  life  and  a 

ts  own.  rvrn  in  its  tiniest  forma,  though  it  be  only 

uied  wall,"— a  spirit  greater 

rh  IM  man's  spirit,  embracing  space  and  time  and  the  starry 

:id  extending  from  the  smallest  object 

a,   borne  on   the  stretches  of   imagination, 

'••et  of  th«»  <Jr.-at  All.     It 

he  abode  of  •  tt*S* 

that  generation,    n order  had  mis  nature,  Goethe, 

Tens,  Schelling,  Fichte.  Hegel, 

all   •  hool.     We  have  already 

become  acqua  last  chapter  with  the  pantheism 

ts.     Thoy  sought  to  reconcile  the  belief 

iturv  uith  ih.-  1-1:.  f  that  God  is  r»i>s«firf 

<fod  is  an  in-dwelling  impersonal  spirit 

a  person  Ood 

illustrate 

;n  Tirck  whtell  is 

sting  also  for  other  reasons. 
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•k  once  had  one  of  those  rare  experiences  which 
history  has  recorded  but  few  times,  and  then  only  in  the 
lives    of    the    exceptionally    spiritual-minded    m«  n        It 
occurred  in  July,  1792,  when  he  was  nineteen  years  of  age. 
It  reminds  us  somewhat  of  Goethe's  experience  during 
his  ascent  of  the  Brocken  in  December,  1777.     As  in  the 
case  of  Goethe,  it  occurred  on  a  walking  tour  tlmiuirh  the 
Harz  Mountains.    The  first  night  Tieck  lodged  at  Kisl.-hm, 
but  could  not  sleep  because  of  an  open-air  festivity  in  front 
of  the  inn.    At  daybreak  he  continued  his  journey.     Th« 
sun  had  not  yet  risen.    It  was  just  peeping  over  the  maririr 
of  the  horizon  as  a  dull,  leaden  ball.    All  at  once  the  fl.um 
burst  through  the  morning  mist,  and  sent  its  first  sin^l* 
rays  over  across  the  plain  directly  to  the  spot  where  Ti«-<4 
was  standing.    He  was  startled,  and  as  the  rays'  brilli.m 
light  fell  upon  him,  it  seemed  to  him  as  though  they  ha< 
pierced  his  body  down  to  his  very  heart.     A  veil,  as  H 
were,  was  torn  from  his  soul,  an  inner  illumination  fillec 
his  whole  being,  heaven  and  earth  lay  before  him  in  un 
dreamed  of  glory  and  splendor.     As  he  was  f acini:  th 
flame,  it  seemed  to  him  as  though  God  in  person  approach* 
looking  straight  into  his  eyes.    "That  is  God's  own  cnnntr 
nance,"  he  said  to  himself  quivering  from  head  to  foot     I 
divine  assurance,  inexpressible  bliss,  a  heaven-born  irrie 
surged  through  his  veins.    A  feeling  of  infinite,  divim-  In- 
filled his  heart.    Yes,  God  the  eternal  one  loved  him,  W 
He  could  not  restrain  himself,  and  burst  into  a  flood  o; 
tears.    They  were  tears  of  bliss.    * '  I  have  no  words  for  th: 
unique  experience,"  said  Tieck  in  his  old  age  to  his  frienciV 
Kopke,  to  whom  we  owe  the  whole  account.    ' '  Neither  pric 
to  that  nor  thereafter  have  I  ever  experienced  any  thin 
pared  with  it.    It  was  to  me  the  most  positive  evident 
)f  having  been  in  God's  presence;  the  lasting  assuram: 
of  being  one  with  Him :  I  felt  Him  on  my  bosom.    It  was 
sacred    place    of    revelation.      A    patriarch  'of    the    01  j 
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stamcnt  would  have  treated  in  thus  place  a 
l.t  '• 

This  transftgi  lasted  only  *  moment     But  the 

iranrr  that  God  had  entered  into  hit  ml  stayed  v 

as  a  special  token  of  renumbranrr  of  tab 
••«*  of  heavenly  blu»,  a  irtate  of  purest  peec*  took 
possession  of  hi*  heart.     Joy,  certainty,  and  peace,  the 
three  word*  in  which  Paacal  rammed  up  the  accmit 

.nvenion,  were  also  the  three  stages  of  Heck's  illnmi- 

•n.    Several  hourn  thereafter,  at  noontime,  he  arrived 

at  an  inn  where  he  found  a  crowd  of  Jovial  student*      \ 

ng  of  detecration  came  over  him  in  th.-ir  mi.Ut     Upon 

highest  CKtaay  followed  the  meanest  diaillwiion.     !!• 

made  a  solemn  vow  to  keep  the  revelation  that  had 

n  on  that  day  concealed  in  hia  heart  aa  the 
moat  preeiona  secret;  and  many  years  passed  before  he 
upeak  of  it 

these  eortatic  joys  still  in  his  mind,  he  wandered 
mountain*.  .vet  closer  to  nature  than 

ubing  along  solitary  paths,  he  loved 
se  himself  in  the  mists  which  hang  upon  the  moun- 
tain*' peaks 

H  was  certainly  a  most  extraordinary  experience; 
aastir  tven  to  many  men  to  see  God  and  to 

be  illumined  by  the  light  of  his  countenance.     An  over 

might,    at    once,    on    the 

strength  of  this,  put  him  in  the  class  with  Buddha  or  8t 
l>r    P.  i        also,  on  the  strength  of  a  rare 
laced  hi*  miutrr.  Walt  Whitman     Hut  one  familiar 
k's  works  knows  that  he  doea  not  belong  to  that 
r  at  all;  nor  woul.l  I>r   Rucke.  were  he  to  study 
into  the  natuiv  «.f  the  poet's  imagination,  place  Walt 
Whitman  th.-rv 

The   vision   is   half-way   pantheistic     it    r*v**led  Ood 
KSpU,  £•**  TiMB,  Vol  I.  pp, 
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immanent  in  nature.  lie  did  not  appear  in  a  voice  speak- 
ing, as  he  did  to  Abraham  or  St.  Paul;  nor  in  the  f<>rm 
of  a  man  looking  in  persona  down  from  the  clouds  as 
Christian  artists  were  wont  to  conceive  Him:  Inn  in 
the  sunrise  itself.  Nature  herself  was  God,  and  Tieck  f.  It 
himself  one  with  Him.  And  yet,  this  nature  was  not 
pantheistic  in  the  same  sense  that  it  was  to  Spino/a.  in 
whose  system  there  is  no  divine  personality  but  only  a 
divine  substance.  Tieck 's  nature  was  the  revelation  of  a 
personal  God,  a  loving  God,  who  loved  the  world,  and— 
so  Tieck  was  now  assured — him  also.  We  find,  therefore, 
in  this  vision  a  fusion  of  a  pantheistic  with  a  Christian 
<•'"<!.  and  such  a  God  and  such  a  nature  all  the  romanti- 
cists believed  in.  Here  we  have  only  the  poetic  elements: 
later  we  find  the  whole  conception,  especially  in  the  works 
of  Pried.  Schlegel  and  Novalis,  worked  out  in  philosophic 
terms.  We  find  it  set  forth  by  Tieck  and  Wackenroder, 
perhaps  somewhat  influenced  by  Schiller's  Pliilos< 
Letters  (1786),  first  as  doubtful  teaching  in  Tieck 's 
Abdallah  (1792),  later,  naively,  as  an  accepted  philosophy, 
in  Wackenroder 's  Herzensergiessungen.  Then  followed 
the  nature  philosophy  of  Schelling,  and,  after  that. 
enriched  by  the  study  of  this  system,  and  strengthened 
and  modified  by  the  mysticism  of  Jacob  Bohme  and  the 
religion  of  Schleiermacher,  a  return  to  the  posit  inn  «,f 
Wackenroder.  which,  in  a  few  words,  may  be  stated 
be,  God  is  immanent  in  nature,  yet  He  is  also  a  per 
having  for  II  i<  chief  attributes  beauty  and  love.  Nat 
is  God's  symbol. 

This  nature  is  presented  to  us  in  the  following 
It  is  a  view  from  a  mountain  top: — 

"The  splendor  of  gleaming  rivers  and  waters  lay  b< 
him;  ecstatic  joy  seized  him  at  the  sight  of  nature 's  vast- 
nets  and  infinite  variety:  she  seemed  to  speak  to  him,  and 
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bar  voice  pierced  his  heart;  the  looked  at  him  with  fiery 
eyes  from  heaven  and  oat  of  the  splendor  of  the  streams; 
she  seemed  to  point  at  him  with  her  titanic  finger.  Franz 
stretched  out  hi*  arms  as  if  to  press  the  invisible  world  to 
upatient  heart,  as  if  to  capture  and  lay  hold  upon 
what  In-  hu.l  \.-arn.-.l  I'.-r  §0  Imitf.  Th«-  rl,,u.U  in..v.l  *l,,uly 
over  the  blue  horizon,  their  shadows  lay  upon  the  green 
meadows,  mysterious  sounds  crept  down  the  sides  of  the 
mountain ;  and  Franz  fell  enchanted  like  one  rooted  to  the 
spot  by  magic  powers,  unable  to  free  himself  from  the 
le  despite  all  efforts." 

s  is  certainly  no  longer  the  nature  previously  spoken 

of,  animated  by  the  poet's  own  psychic  states.     Here  is 

life,  some  external  power  beyond  the  poet's 

personal  coin  Powerless  art!"   Tieck  exclaims   in 

place,  "How  meaningless,  how  childish  are  thy 

tones  compared  with  the  harmony  of  the  divine  music, 

which  nature  pours  forth  in  swelling  accords  from  her 

secret  places,   from  mountains,   valleys,   woods,  and   the 

gleaming  rivers'  light.    I  hear  how  the  Eternal  Weltgeut 

strikes  with  masterful  skill  the  strings  of  his  great  harp, 

'how  this  world's  wonders  receive  birth  through  his  play, 

spreading  out,  as  though  on  spiritual  wings,  over  the  whole 

>  creation."     Plainly   the  poet  has  here  surrendered   the 

>  of  his  art  to  God,  the  Great  Artist. 

Tet  this  great  realm  of  the  spirit  was  not  wholly  beyond 

the  poet's  control.    He  had  a  share  in  it    It  was  his  by 

right  of  birth.    He  could  sympathize  and  commune  with 

iivine  though   it  was.     The  romantic  philosophy  of 

ire  explains  this  to  us.    On  the  one  hand,  the  teachings 

of  Schelling  which  made  of  the  universe  a  vast  living. 

breathing,  developing  organism  with  man  at  its  head.    On 

•thrr   hand,   the  romantic   addition:     God   and   the 

human  poet  are  fellow  artists  with  kindred  temperaments, 
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ideas,  feelings,  instincts.     What  God.   the   world's 
imag  Poet,  created  in  the  vast  realm  of  natmv.  i in- 

human poet  knew  how  to  interpret.  The  romanticists  wen 
such  poets.  They  claimed  to  be  God's  favorites.  They 
da  lined  to  possess  a  ray  of  His  Genius,  a  spark  of  1 1  is 
They  believed  they  owned  a  specific  sense  for  things  inlinitr, 
a  cosmic  imagination  (Phantasie),  \\hirh  could  read  Cod's 
writings,  the  great  book  of  symbols,  in  which  man's  past 
history  as  well  as  God's  own  history  were  recorded. 

"Nur   Phantasie  schaut   in  daa  ewige   Leben. 
Wie  aus  dem  Tode  keimt  ein  neuet  Leben." 

Friedrich  Schlegel:— 

"The  world  of  poetry  is  as  infinite  and  inexhaustible 
as  the  wealth  of  nature  herself,  her  plants,  her  animals, 
her  manifold  forms.  .  .  .  Yet  what  is  poetry  compared 
with  that  formless  and  unconscious  poetry  that  lives  in 
the  plant,  sparkles  in  the  light,  smiles  in  the  child,  glim- 
mers in  the  flower  of  youth,  glows  in  tho  loving  besom  of 
woman?  This  is  the  first  primal  source  of  poetry,  without 
which  there  would  not  be  any  poetry  in  words.  Yes,  we 
human  beings  have  no  other  object,  can  have  no  other 
object,  no  other  source  of  all  our  endeavors  and  of  all  our 
joys  than  that  one  great  Poem  of  divinity  of  which  we  are 
part  and  of  which  we  are  also  the  blossoms, — the  Earth. 
We  are  able  to  hear  the  strain  of  this  heavenly  music,  al>l<> 
to  comprehend  the  Poem's  beauty,  because  a  part  of  the; 
Poet,  a  spark  of  His  creative  genius  lives  also  in  us,  never 
ceasing  to  glow  with  secret  power,  deep  under  the  ashes 
of  our  own  littleness." 

Novalis  :— 

"He  that  is  unhappy  in  this  world,  he  that  does  not  find 
«Ct  Fried.  Schlegel  '§  Jugendschriften,  Vol.  II,  pp.  338ff. 
180 


ROMAM  l    [fill   A\J)  NATURE 

what  he  is  seeking,  should  go  ...  into  nature  and  live 

in  thm  Temple  of  a  better  world    A  loving  heart,  a  friend, 

iierland,  and  a  God  he  will  surely  find  there.    They 

are  aslet-i  m  a  sleep  of  prophecy  and  deep  meaning. ' ' 

1  the  gay  colors,  the  joyoui  notes,  the  warm 

tiat  inspires  us  so  much  in  the  spring  tie  quiet, 

net ic  spirit  of  infinite  hopes,  a  presentiment  of  many 

.iys  of  prosperous  existence  on  the  part  of  so 

many  varied  lives,  the  prophecy  of  higher,  everlasting 

hlftttAmi  and  fruits,  and  the  mysterious  sympathy  with 

communicative,  growing  wor 

Nfvalis,  the  most  imaginative,  most  p  *i  pro- 

••t  also  most  transcendental  and  mystic  of  our 

deeply  steeped  in  the  pantheistic  naturc- 

tiii i  in*i/>phy  njP  KW  time  than  any  of  thfl  ftthMP-     lie    like 

of  his  poet  friends, 

d  the  doors  of  those  esoteric  realms  that  lie  beyond 

the  visible  world,     lie,  also,  once  had  a  vision  unlike  that 

.  any  mortal  ever  had.    A  poetic  vision.    Not  that  he 

saw  Qod  or  received  an  illumination  through  him ;  but,  one 

day,  while  standing  at  the  grave  of  his  betrothed,  pining 

away  with  sfldnflm,  his  spirit,  so  he  tells  us  in  one  of  his 

most  beautiful  poetic  productions,  separated   itself  from 

his  body  and  rose,  born  anew,  into  the  other  unknown 

1  where  Sophia,  his  dead  betrothed,  was  awaiting  him. 

Once  having  seen  the  other  world  in  spiritual  vision,  all 

his  senses  became  sublimated.     He  could  not  see  things, 

this  time  on,  as  they  appeared  to  the  common  eye 

ordinary  mortals;  but  penetrating  through  them, 

lie  beheld,  as  though  through  windows,  the  objective  world 

of  tin*  spirit. 

Nature  was  to  him  always  a  living  thing,  with  a  spirit 
akin  to  that  of  man,  man's  younger  brother,  or  man  himself 
is  prehistoric,  unconscious  state.     To  understand  this 
>Cf.  Novslis'  works  (Meismr),  VoL  HI,  p.  5. 
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nature,  to  appreciate  it  to  the  fullest  extent,  he  lound  it 
necessary  to  return,  through  the  powers  of  the  imagination, 
to  man's  childhood  days,  to  that  primitive  time,  far 
in  history,  when  man  had  just  taken  leave  of  his  you 

icr,  and  had  started  <>n  ins  hi^ln -r  career.  At  that 
time — the  golden  age  of  the  romantic  past — man  could  talk 
with  animals,  plants,  and  rocks,  his  blood  relatives  <>f  a 
younger  generation,  one  child  of  Qod  talking  with  another 
child  of  God.  In  the  course  of  time,  however,  man  lost  the 
meaning  of  the  world,  he  cultivated  his  reason,  he  enlarged 
his  knowledge,  but  neglected  his  spiritual  sense.  J  .>r 
merly,"  Novalis  declares,  "every tiling  was  spirit,  now  we 
see  but  its  outer  crust,  the  meaning  of  which  we  do  not 
understand."  Man  separated  himself  from  nature,  \i\ 
proud,  and  disdained  her  friendship.  Nature  so  deserted 
by  man  became  wild.  This  could  not  last  forever.  Tin -re 
was  a  longing  in  man's  heart  for  nature's  sleeping  spirit. 
He  turned  to  her  again,  reawakening  her  spirit,  and  sought 
t<>  win  back  the  long-lost  friendship  from  flower.  herb,  and 
beast.  The  closer  man  came  to  nature,  the  more  he  found 
of  his  own  spirit  in  her.  Soon  she  learned  again  the 
friendly  manners  of  old,  she  became  gentle,  responsive, 
and  lent  herself  readily  to  man's  wishes. 

How  loving,  how  sympathetic  this  all  sounds.  The  poet 
did  not  merely  go  to  nature  to  find,  if  possible,  an  artistic 
image  in  which  he  might  clothe  his  thoughts,  but  he  lived 
with  her  as  with  a  human  being.  He  poured  his  \\hole 
sympathetic  soul  out  upon  her ;  he  laid  his  hopes,  his  fears, 
his  joys,  his  loves  at  her  feet.  In  return  she  whispered 
to  him  of  the  mysteries  of  her  own  spiritual  life.  Then- 
is  an  actual  soul-exchange  between  poet  and  nature;  then- 
is  a  spiritual  give  and  take ;  there  is  an  inexpressible  love. 
"Nature,"  says  Novalis,  "is  an  aeolian  harp,  a  mu 
instrument  whose  tones  are  again  keys  of  higher  things 
within  us."  Nature  has  all  the  changes  of  an  infinite  soul, 
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and  surprise*  us  by  her  ingenious  turns  and  fancies,  ways 
aii-i  moods,  great  ideas  and  odd  notions,  more  than  the 
most  gifted  of  men. 
There  was,  however,  a  limit  to  this  soul  intercourse,  a 

drawn  by  the  shortcomings  of  human  nature,  v 
the  romanticist*,  in  |>.  vaiis,  were  not  willing  to 

acknowledge.    It  is  expressed  in  Tennyson's  words  already 
quoted : — 

Little  Flower— if  I  could  understand 

it  you  art?,  root  and  all,  and  all  in  all, 
I  should  know  what  God  and  man  is. ' ' 

could  understand — but — 1  cannot.     It   U  not  given 

to  man  to  know  the  whole  of  God.     Indeed  the  poet  can 

penetrate  into  nature's  mysteries  long  aft.  r  tin-  scientist 

has  laid  aside  his  tools ;  but  there  comes  a  time  when  He  also 

take  leave  of  natm*      If  he  does  not,  he  ooases  to  be 

••t  and  becomes  a  theosophist  and  a  my* 

Ion-.:,  thru,  may  a  poet  stay  in  natmv.  \\hether  we 

com «  as  the  product  of  a  pantheistic  Qod  or  whether 

we  use  her  forms  only  as  artistic  garments  to  clothe  our 

personal  moods  with  f    It  may  be  said  that  this  is  not  for 

us  to  answer:  we  must  leave  it  to  the  poet's  own  tempera- 

•   ami  it.  is.     Yes,  indeed,  we  must  leave  this 

to  the  poet,  and  there  will  always  be,  I  think,  nature-poets, 

whose  8«  hearts  beat  quickest  amid  the  stillness  of 

th«   f,.re.st.  the  grandeur  of  the  mountains,  and  the  1< 

ness  of  nature's  sounds  and  colors.    Yet,  may  we  not  ask, 

t  it  is  profitable  and  right  for  a  poet  of  to-day 

to  go  to  nature  for  his  message!    At  th.-  t  .:::-•  of  the  roman- 

•*,  the  world,   tired  of  city's  life  and   city's  strife. 

turned  to  n:r  solace,  rejection,  invigoration,  inspire- 

wed  power;  and  throughout   the  nineteenth  cen- 

tliese   avenues   of    nature,   opened    to    us    by    the 

mticisU,  have  been  traveled  again  and  again  by  poets, 
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We  have  even  improved  upon  their  nature  in  many  v 
we  have  become  more  accurate,  more  scientific,  we  ha\ 
times,  become  more  varied,  more  susceptible  to  finer  dis- 
tinctions ;  but,  after  all,  these  advances  in  our  nature  sense 
over  that  of  the  romanticists  are  not  the  main  issue  for  us 
to-day.     A  poet  who  has  not  love  profound  enough   t«» 
sympathize  with  nature  cannot  be  a  great   p«.rt  ;  hut.   in 
addition  to  this  love,  we  need  another  love  deep  and  h 
enough  to  sympathize  with  the  great  struggling  world    a 
sense  of  moral  responsibility  humanistic  enough  to  clothe 
the  poet's  highest  and  noblest  aspirations  in  the  gam 
of  man's  personal  deeds  rather  than  in  those  of  an  imp) T- 
sonal  though  living  nature. 
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1  SCHLEGEI  ,  BEPBE8ENTA- 

\'E»  OF  Boai.\\  in  DMnn 

I 

(Ironic)  does  not  convey  to  us  very 

'i  of  the  idea  the  romanticists,  let  me  rather  say  Fried. 

Schlegei,  meant  to  express  by  it.    It  is  a  most  unfortunate 

term.  those  perplexing  termini  technici  which  stand 

i  whole  world  of  thought.     Something  of  that  true 

,  familiar  to  all  of  us,  is  indeed  at  its  core,  yet  also 
Other  ideas  cluster  about  it,  making  of  it  a  new  and  rather 
•non.  The  reader  will  do  well  to  free 
his  mind,  from  the  outset,  of  any  meaning  the  word  irony 
may  suggest  to  him,  keeping  his  mind  open  for  a  new  idea, 
and— to  be  quite  frank — for  an  idea  which  calls  for 
hard  thinking.  Hardly  any  other  romantic  term  has 
so  much  misunderstood  and  so  variedly  interpreted  by 

s  and  historians;  and  indeed  to  handle  the  subject 
successfully  requires  not  a  little  learning  in  matters 
romantic. 

e  meaning  assigned  to  the  term  by  Fried.  Schlegei 
conveys  to  me,  in  the  first  place, — and  this  may  be  said  to 
be  its  central  temper — a  joy  in  the  possession  of  the  powers 
of  an  infinite  spirit  This  brings  to  our  mind  at  once  the 
Romantic  Mood,  for  the  mood  is  also,  we  may  say,  the 

!i  the  possession  of  the  powers  of  an  infinite  spirit 
Both  deal  with  infinite  things,  and  with  the  poet's  powers 
to  grasp  and  utilise  them. 

Irony  and  Mood  are  indeed  closely  allied,  as  the  following 
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words  ol  Schlegel  will  show:     tl There  are  poems 

old  and  m-\v  which  throughout  breathe  the  divine  br 
of  irony  .  .  .  \\nliin  lives  the  poet's  mood  which  sin 
all.  rising  with  infinite  power  above  everything  finite 
above  his  own  art,  virtue,  or  genius. ' ' '     But  here  is  the 
salient  difference.    Th«-  mood  emphasizes  the  emotional 
in   the  poetic  production,  irony,  on  the  other  hand, 
intellectual  side ;  so  that  we  could  also  say  that  irony  is 
joy  in  the  possession  of  the  powers  of  the  intellect,  whereas 
mood  has  to  do  essentially  with  f  tiling.    The  poet  who  sur- 
renders himself  instinctively  to  his  mood  knows  uoi 
of  irony.    Feeling  wholly  controls  him.     Fried.  Schlegel, 
however,  steeped  in  philosophical  thinking,  undertook 
examine  beauty  from  its  logical  side.    "Philosophy  is 
true  home  of  irony,"  he  says,  "which  might  be  defined 
the  words  logical  beaut  That's  it,  the  mood  is 

infinite  spirit  in  man  "emotionally"  conceived;  irony, 
"logically"  conceived.  With  the  result  that  while 
poetic  mood  lasts,  irony  must  stay  in  the  background ;  01 
when  the  mood  is  over,  and  the  poet  begins  to  think,  does 
irony  come  to  the  front. 

In  studying  the  romantic  temper,  we  have  seen  that 
its  controlling  force  was  love.  The  romanticists  w«-re 
lovers  in  the  truest  sense,  poetic  lovers  to  whom  the  wh«.l,. 
world  was  open,  and  who  embraced  every  new  exper 
with  the  fervor  of  a  bridegroom,  and  with  a  love  Driven 
freely  for  the  happiness  it  brought  them  in  return.  Fried. 
Schlegel  was  such  a  lover;  yet  we  know  there  is  a  great 
difference  in  the  way  lovers  show  their  love.  His  had  not 
that  unqualified  abandon  which  we  know  Tieck  had  and 
also  Novalis  and  Wackenroder.  He  holds  his  arms  open 

«Cf.   Pried.   Sehlegel's  Jugendscriften,  Vol.   II,  p.   188    (Lyceum 
epigram  No.  42). 

•Cf.    Pried.  Schlegel's  Jugendschriften,  Vol.  II,  p.  189   (Lv 
epigram  No.  42). 
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ready  to  receive  his  betrothed,  yet  before  he  embrace*  her, 
he  hesitate*  and  reflects  lent  his  kind  affect 

perehanoe  ran  away  with  him.    T.-n-l.  rly  he  presses 
•wards  him  aa  fervently  aa  occasion  may  require,  yet 

•'•  s<>  much  aa  to  forget  en  tin  -ly  what  he  is  doing, 
loves.    In  pra« -ti.-al  lif*  this  may  perhaps 
.r    in   ni.iM.-rs  of  art  values  are 
nt.     Schlegel  thought   that  it  was  the  duty  of  th. 


mself  entinly   in   the  midst  of  his 
love.  '  n IK- <>f  inmy  is  to  explain  this  to  us.    In  one 

ease  we  have  a  love  that  gratifies  the  instincts  of  the  heart ; 
in  ih  ;ise,  a  love  that  gratifies  both  heart  an«l  b 

•ne  case,  love  lingers  on  in  the  heart ;  in  the 

••as.-,  in*  ngers  on  above  that  love  and 

•ig  down  upon  it  as  upon  somrthinir  outside  of  itself. 

"ii  absorbs  lit'.-  int..  its.-if.  intellect  pushes  it  away 

and  looks  upon  it  from  a  distance.    The  mind  in  this  state 

keeps  iraes,  a  wat. -hful  lordship  over  itself.    That  is 

i  its  essence  means, — a  lordship 
->ne's  own  deeds. 

iv  is  much  that  is  good  in  this  conception  of  irony, 
just  as  there  is  in  that  of  the  romantic  mood.  We  are 
agreed  on  the  lasting  merits  of  the  poet's  "love"  in  mat 

Without  it  genuine  poetry  could  not  be.     So 

has  permii!  lu<s.     It  assigns  to  the 

important    position  of  a   c<  against 

'•s  the  poet's  enthusiasm,  it 

cools  f  his  mood,  it  transforms  tl  into 

n   tr  who  shapes  and   molds  his  love  until   it 

tea  beautiful.    It  provides  the  right  balance  in  p< 

ave  seen,1  our  writers  were  not 
•:."  but  also  "Dirht.-r."  -'Mi,-h- 
Umenscli  il.-.  thi-r. -fniv.  the  poet's  love 

is  for  universal  symp  fullness  of  inin  r 

*Cf.   Chapter  on  "Romanticism  and  Sjnbolim,"  p.  4S. 
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ences,  for  a  rich  emotional  life,  irony  stands  for  cleai 
of  vision,  for  presence  of  mind,  for  restraint   and 
judgri!  i«l  both  together  give  us  the  ingredients 

the  I\«mantic  Genius  at  work  in  the  creation  of  the  w( 
of  art.  This  is  Romantic  Irony  interpreted  when  at  it 
best.  So  interpreted  we  may  plainly  see  the  good  tlu 
may  come  from  it,  and  perceive  that  it  plays  an  im 
part  in  the  production  of  humanistic  art.  Unfortnnat.lv, 
however,  irony  does  not  always  work  along  these  humanistic 
lines,  and  here  the  trouble  begins. 

II 

We  must  consider  this  irony  from  various  sides, 
word,  as  we  generally  understand  it,  is,  of  course,  v.  TV 
old;  but  under  the  hands  of  Pried.  Schlegel  it  received  a 
distinction,  a  piquancy,  and  a  certain  twist  which  it  i 
had  before.     He  peculiarized,  romanticized,  and  Schl»  "_!••  -1- 
ized  the  old  conception,  making  of  it  a  new  composite  which 
must  be  again  analyzed  into  its  various  simpler  elements  to 
bring  it  to  the  understanding  of  our  own  time.    It  became 
to  him  the  one  conception,  the  one  word,  by  which  he 
summed  up  his  whole  philosophic  and  literary  inter 
the  magic  weapon  by  which  he  hoped  to  exterminate  th»: 
evils  and  follies  of  the  time;  the  blissful,  intellectual  potion 
by  which  he  strengthened  the  sinews  of  his  mind,  that  ho 
might  look  with  the  eyes  of  an  intellectual  sovereign  upon 
the  philistine  world;   the   clirir   vita    which   all   tin-   g 
minds  of  the  world,  thinkers,  philosophers,  poets,  s<>  In- 
thought,  possessed;  "the  rare,  winged,  holy  atmospl: 
as  he  calls  it,  which  all  im-at   minds  had  poured  out  over 
their  works.     It  may,  therefore,  be  aptly  chosen  as  the 
one  individual  word  whereby  the  thr«    important   p-  ; 
in  Fried.  Schlogel's  early  literary  career  may  be  di 
guished, — the  period  in  which  he  used  no  irony  ( —  1795), 
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d  in  wl.  hi     1796-98),  and  the 

n    which    irony   waned   passing    into   symbolism 

We  may  speak  of  a  classic,  an  and 

Whfii  irony  came  in  sight  on  Pried. 

1  horizon,  his  apotheosis  of  the  Greek 

classic  art  as  the  highest  art  changed,  almost  as  it  were 

make  room  for  an  equally  like  apotheosis  of 

romantic  art.     It  was  the  discovery  of  something  new  by 

i  the  old  lost  at  once  its  former  valne.     "My  work 

ie  study  of  Greek  poetry,"  he  says,  "is  bnt  a  mannered 

praise  of  the  objective  in  poetry.    The 

tact  of  it  appears  to  me  to  be  the  total  absence 

of  the  all-ess'  We  can  see  that  irony  stood, 

i   Schlegel's  mind   for  something  non-Greek, 

for  the  reason  that  the  romanti.-  mind  had  become 

ilative  and  reflective.    The  poet  had  become  conscious 

tigs  of  mind  upon  matter  during  the  act  of 

This  change  of  temper  came  upon  him  in  Jena,  where 
be  was  engaged  in  writing  critical  essays  on  philosophic 
and  lit.  rary  subjects.     All  at  once,  his  narrow  surround- 
ings pinching  on  hi.s  growing  spirit,  we  see  him  depart 
ia  and  arrive  in  Berlin   in   17D7.     There  he  had, 
so  he  tells  as,  a  rebirth  of  youthful  vigor,  and  there  his 
was  hatched  out.     Now.  if  he  had  but  embodied  his 
philosophy  in  a  book  ist  in  a  substantial  essay, 

vorld  would  have  been  saved  much  labor,  and   th<> 

ne  would    p.'p-hance,  have  better  \r. 

stood  him     Rut  we  know  how  he  reveled  in  coining  words, 

nn«l  h.iw  m.T.lmatrly  f,.nd  he  was  ng  epigrammatic 

sentences.  ;m.|  ..f  ,  ml  —  h  ;P.L'  m  th.-m  his  most  important 

teaa,     It  may  almost  be  said   that   the 

terary  organ  of  the  Romantic  School, 

Fried.  Sehlegd'i  J*ge*d*f*rifte*,  Vol.  IT,  p.   184    (1 
frmginent  No.  7). 
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published   largely  to   gratify    Fried.    Schlegel's   fondnew 

-.mnnatic   li:  Tin-   nth.-r   romanticist- 

be  Sir  'rihutions.    principally   jis   drawing   « 

howe  vdlric  tout  pur,  as  Caroline  humorously 

put  it,  would  never  (they  all  were  convinced)  have  found 
readers     P.ut  <l. -spite  these  dilutions  a  Tesprit  de  Schl 
macher,     Jliilsen,     Aug.     Wilh.     Schlegel,     Novalis,     the 
naeum  maintained  itself  only  two  years.     The  world 

•  ••mid  not  understand  what  Friedrich  meant  by  his  Irony. 

M<.st  delightful  is  Friedrich's  address  to  the  public  in 
th.  last  number  of  this  famous,  short-lived  romantic 
journal.  It  is  a  veritable  living  application  of  his  esot< TM- 
irony,  by  which  he  temptingly  offers  a  pons  asinorum  for 
the  reading  public.  The  public  had  constantly  com  pi 
about  the  unintelligibility  of  his  irony,  consequently  he 
wrote  a  farewell  address  entitled  On  UnittftJlifiHUitji.  lie 
would  for  once  talk  without  irony  to  the  public,  for 

•  •\plain  to  everybody  the  secret  meanings  of  all  ho  had 
heretofore  said.    The  humorous  part,  however,  is  that  irony 
frolics  on  every  page.     Many  are  the  difT  pecies 
of  irony  enumerated  by  him.     The  coarse  irony,  the  fine 
and  delicate  irony,  the  extra-fine  irony,  the  honest  irony, 
ih«    dramatic  irony,  the  unintentional  irony,  and.  finally. 
the  irony  of  irony.    What  gods  will  be  able  t<»  d-  li\<  r  us 
from  these  ironies!    He  would  confess  that  the  Athenaeum 
was  unintelligible,  having  been  prodneed  in  the  midst  of 

n    of  irony:  but  he  could  not,  nor  would  not.  take 
back  anything,  for  all  great,  holy,  and  truly  beautiful 
thintrs  must  needs,  he  declared,  be  founded  on  "m 
•lity."     But   there  was  one  consolation,   so  he 
While  the  philistines  and  loggerheads  of  the  time  eould 
not    understand   him.   the   eivilized   people   of  the   coming 
nineteenth  century  would  know  it  all.    With  the  opening 
of  the  new  century,  the  riddle  about  the  nnintellicribility 
of  the  Athenaeum  would  be  forever  solved.    It  would  be  a 
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nary  event  in  the  history  of  poetry.    "Then,  there 

1  be  readers  that  could  read.    In  the  nineteenth  cen- 

everybody  would  read  these  epigrams  in  his  leisure 

n  and  d.  ate  task  this  satirico- 

•   farewell  address  has  thrown   on  the  nineteenth 

and  even  more  so  on  us  of  the  twentieth  century, 

have  supposedly  reached  I  -ctual  levels. 

ave  anything  to  do  with  the  matter;  for  any 

;it  explanation  may  look  like  the  building  of  a 

liases'  bridge.     Yet  understand  we  must      \\-\\  his- 

'is  and  critics  we  v-  -.sk.   in  \vhieh.   I 

readers  will  eagerly  join  me,  straining 

•I  as  well  as  for  me  it  means  the 

•n  of  tu  -it.! licence. 

Ill 

:uost  charact  re  <-f  Ir.ny,  as  of  all  irony, 

.tls   \\ii!  lings,— one   \vhi- 

and  anntht-r  \\ !  This  double- 

we  see  plainly  in  that  most  popular 

recorded  in  all  of  our  «1  mes  wrongly 

!i  plays  its  pran  '.r  one  thing  and 

oppoehv  playfully   <M-nsur«-s   \vh«>n    it 

s  to  praise,  and  and  lauds  with  fine  speeches 

\pose  so  much  n.  '>.  |>y  t!  contrast, 

i  if  in  says 

yson.     This  irony  was,  of  course,  well  known  to  mir 
ind   was   now   aixl    then    pr:ieti<eil    by   th.-ni.    but 

less.  «»n   the   princip! 

Juit  «lifTere!it  sort,     much 

•.vith  th" 

v  >  in  1795,  was  not 
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was  because  he  believed  at  that  time  with  the 
Greeks)  that  spirit  and  matter  were  joined  in  harmonious 
oneness.  But  later  on  when  he  became  acquainted  with 
Fichte's  ego-philosophy,  this  idea  was  contemptuously 
thrown  aside.  Spirit  was  now  much  more  to  him  than 
«T.  The  supremacy  of  the  human  ego  stood  -nit  with 
a  derisiveness,  an  independence,  and  individuality  which 
made  every  visible  thing  appear  small  by  its  side.  The 
individual  ego  towered  above  everything  it  did  ;  the  artist 's 

n  individuality  above  any  of  his  own  creations.    We  cant 
plainly  see  the  duality  of  this  conception.     On   tli 
hand,  the  greatness  of  tl  :nd;  on  the  other,  the 

littleness  of  his  works.  It  came  to  Fried.  Sehlegel  like  a 
flash  of  liirhtniTig,  and  with  it  he  became  a  romanticist. 
It  appeared  to  him  a  great  discovery,  and  filled  him 
with  exultancy  of  spirit;  for  now  he  could  look  upon  the 
world  with  the  victorious  eyes  of  a  superman,  conscious 
of  the  ov.-Hordship  of  self.  It  made  the  romantic  egoist 
straighten  himself  out  in  his  might  and  say:  Le  monde  c'est 
moi.  This  is  Schlegel's  Irony.  And  rejoicing  over  this 
newly  found  power  he  began  at  once  to  make  use  of  it, 
and  to  talk  about  it,  and  in  trying  to  explain  the  same 
to  others,  naturally,  as  is  so  often  the  case,  the  idea  became 
exaggerated.  He  experienced  the  joy  of  one  who,  awakened 
after  a  long  sleep,  suddenly  finds  himself  in  the  possession, 
of  great  powers.  Like  Shakespeare's  great  magician, 
Prospero,  man,  so  he  thought,  had  become  master  of  the 
world  of  matter  and  spirit.  Through  irony  a  magic  staff 
had  been  given  into  his  hand  which  could  call  Ariel,  the 
spirit  of  the  unseen  world,  to  his  service. 

Such  was  to  be  the  triumphant  position  of  the  new 
romantic  poet.  He  was  to  be  an  actor  Kz~'isoy$v  on  the 
world's  stage.  He  was  to  be  able  to  play  any  role  in  human 
life,  to  be  a  universal  poet  with  universal  gifts.  And  at 
the  same  time — this  is  the  important  part — he  was  to  be 
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like  Prospero,  by  virtue  of  his  magic  «Uff,  endowed  with 

r  of  never  losing  himself  or  hi*  iality  in 

he  was  to  play.    He  was  to  stay  aloof  from  his 

own  a---       1  Io  was  to  play  a  doable  part,  one  on  the  stage 

•sen  by  ail,  and  a  hidden  one  known  only  to  himself  or 

lect.     This  was  the  poet's  irony.     Ariel,  Prospero's 

fleet  spirit,  who  caused  the  poor  mariners,  mad  with  fever, 

lunge  from  the  burning  ship   into  the  deep,  could 

merrily  lan^h.  nevertheless,  for  he  knew  that  it  all  was 

but  a  ji-st      He  knew  it  was  but  irony.     This  power  of 

i:  emphasises  the  lordship  of  the  human  ego  over  ita 

gs,  the  sovereignty  of  man's  infinite  nature  orer 

acts.     Whatever  proceeds  from  man,  this  is  the 

a  the  nature  of  the  case,  be  finite;  but  the 

try  propelling  force,  his  living  spirit,  remains  behind, 

growing,  ever  changing,  ever  progressing,  ever  renew- 

ng  itself.    It  never  exhausts  itself — it  never 

should,  Schlegel  maintain*, — but,  as  it  were,  should  look 

i  upon  its  own  acts  as  upon  something  outside  of  itself. 

e  must  interpret  the  often  misinterpreted  words  of 

Iflshlegel:    "Irony  implies,  and  gives  rise  to  a  feeling  of 

ftteoncilable  antagonism,  because  it  severs  the   infinite 

I  world  from  the  finite  world,  and  therefore  the  necessity 

\ pressing  oneself  completely    from   the   impoasil 

ver  doing  it     It  is  the  freest  of  all  liberties  for  it 

enables  us  to  rise  above  our  own  self."       "There  are 

think  very  hiirhly  of  their  art,  one  can 
•  say  t«>o  hiphly.  for  that  is  impossible;  but  who. 
{less.  »  enough  to  lift   themselves  above  their 

other  words,  the  poet  must  ex- 
nee  within  himself  joy  in  the  possession  of  infinite 

'4.  Schlegel '§  J*ge*d*ckrift*n,  VoL  IT,  p.   198 
fr»K™«»t  108). 

Fried.  Schlegel's  J*ffe*d*t*4fU*,  VoL  II,  p.  195 
fragment  87). 
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powers.    If  he  does,  the  whole  finite  world,  rv<>n  his  own 
works,  is  as  so  much  clay  in  the  hands  of  the  potter. 

IV 

There  was  a  philosophic  thinker,  who,  at  the  time  of  the 
romanticists,   occupied   a  very   prominent   position.      !!<• 
was  a  Greek.     He  is  mentioned  frequently  by  popular 
philosophers  of  the  time.     In  the  philosophic  activity  of 
this  man,  Fried.  Schlegel  saw  the  sovereignty  of  man's 
mind — the  attitude  of  irony — admirably  applied.     He  be- 
came, we  may  say,  his  model,  as  he  had  been  the  mod*  1  <>f 
many  other  minds  before  him.    It  was  Socrates.    We  know 
the  Socratic  irony.    It  is  often  spoken  of  as  a  method 
simulation  in  discussion,  of  exposing  ignorance  by  pi 
tending  to  seek  information, — a  mirror  in  which  tip 
victim,  by  a  series  of  seemingly  innocent  pictures,  sees 
his  own  shortcomings  gradually  unfolded  to  him.     I 
speaking,  it  is  admired  as  a  method  for  saying  what 
want  to  say  without  saying  it,  enjoying  the  enviable 
tinction  of  dealing  with  the  follies  of  the  world  with  th<» 
utmost  suavity.    By  it  you  could,  if  you  would,  slaj 
in  the  face  in  the  most  humane  manner. 

Socratic  irony  had,  however,  a  deep  significance.    Socra- 
tes stood  for  a  new  epoch  in  Grecian  civilization ;  at  a  timo 
when  the  harmonious  relationship  of  man   with    nature 
began  to  become  disintegrated;  when  individuality  1 
to  force  its  way  to  the  front.    Man  began  to  question  the 
correctness  of  established  codes  of  religion,  morality 
<-e.     Awakening  from  a  peaceful  sleep  with   n 
he  became  aware  of  his  duty  as  an  active  force  in  the 
world's  affairs.     Socrates  taught  the  principle  that  man 
was  the  measure  of  all  things,  and,  in  opposition  t<- 
Sophists,  that  the  instinctive  principles  of  goodness,  jn 
morality,  and  religion  were  voices  of  truth.    Socrates  went 
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10  market  place*  of  Athena,  and,  entering  into  oonver- 
iog  men,  led  them,  by  akiiful  questioning, 

to  the  point  where  they  could  wee  that  thnr  former  beliefs 

were  false.    He  destroyed  their  beliefs.  s  he  had 

to  take  the  eup  of  hemlock,  a  just  punishment  from  the 
k  standpoint,  martyr  >m  the  standpoint  of  the 

new  •  ;i  he  had  ushered  in.    Socrates  was  the 

first  i 

s  attitude  of  n  s  method  by  which  Socrates 

approached  the  people  of  his  own  day,  was,  for  the  first 
.  filed  by  the  word  "  I  n  an  effort  to  lay  bare 

lief  characteristics,  we  shall  find  that  it  conveys,  first, 

an  impression  that  not  all  is  said,  that  the  author  keeps 
thing  back,  that  he  is  driving  at  something  not  wholly 
rent.  This  diffuses  itself  over  every  part  of  the 
iirse,  and,  not  unlike  a  poetic  mood  of  a  musical 

composition,  it  is  everywhere  yet  nowhere.    It  is  a  "rare, 

winged  h«»ly  thing."  "Socratic  irony, "  declares  Schlegel, 
lie  only  method  of  simultation  which  is  at  once  natural 

ami  also  designed  throughout.    It  is  impossible  to  imitate 
plain   it.     Tn  him  who  does  not  possess  it,  it  will 

remain  a  riddle  even  after  the  frankest  avowal.  In  it 
thing  shall  be  play  yet  also  seriousness,  naive  and 

Along  with  this,  we  find,  secondly,  a  plea  for  the  inde- 

u»nce  of  man's  min-1.     It  is  nobler  on  the  part  of  man 

to  come  to  an  understanding  of  right  and  wrong  through 

his  own  reflections  than  to  follow  a  code  of  morality  forced 

him  !•;.  u.    Man  is  man  only  when  he  is  his 

And,  thirdly,  by  being  his  own  master,  he 

stom  and  tradition,— he  destroys  them.    This 

destructive  element  we  find  in  all  true  irony  and  herein 

we  find  again  its  duality.    It  destroys  in  order  that  it  may 

i  up.    On  the  one  hand,  the  new  creation;  on  the  other 

hand,  the  old,  trampled  down  and  destroyed. 
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Fried.  Schlegel  aspired  to  be  the  Socrates  of  his  age,— 
to  build  anew  by  destroying  the  old.    He  came  t<>  1 
in  the  capacity  of  a  reformer  prepared  to  use  the  8o< 
method.     He  came  to  use  irony  as  a  weapon  against  the 
evils  of  his  day,  against   philistinism,   false   rationalism, 
unrestrained  sentimentalism,  and  against  all  old,  traditional 
thought.     This  is  the  good  side,  the  practical,  important 
side  of  Schlegelian  irony.     In  performing  this   function 
irony  joins  itself  to  the  Romantic  Mood.     Both  carry  on 
a  warfare,  the  one  on  the  emotional,  the  other  on  the 
lectual  side. 

We  must  analyze  what  irony,  at  least  in  theory,  means 
to  accomplish.     There  are  two  chief  things  which   I 
Schlegel  expected  of  every   genuine  poet, — ^self-expres- 
sion" and  "self-restraint/'  two  words  which,  it  is  plain, 
stand  for  emotion  and  intellect.     The  true  poet  must  be 
inspired  by  love,  yet  also  directed  by  the  calmness 
well  balanced  judgment.     Love   and  judgment   are    tin* 
theoretical  programme  of  the  School.     Whatever  we  may 
have,  finally,  to  say  against  the  extravagances  of  I 
Schlegers  irony,  this  part  of  it,  certainly,  must  appeal  to 
us.    Irony  in  joining  hands  with  love  led  art  into  humanis- 
tic channels.    The  following  passage  will  tell  us  still  more 
what  Fried.  Schlegel  had  in  mind: — 

"While  the  artist  is  in  a  creative  mood,  or  under  the 
influence  of  inspiration,  he  is  not,  at  least  for  purposes 
of  art,  in  a  properly  balanced  state  of  mind.  In  sm-h  a 
state  he  wants  to  say  everything,  which  is  the  wrong  way 
of  young  geniuses  or  the  prejudice  of  old  blunderheads. 
They  fail  to  perceive  the  worth  and  value  of  self -rest 
}  (Selbstbeschrdnkung)  which  is,  as  we  have  seen,  for  the 
artist  as  well  as  for  every  man,  the  first  ideal  and  the 
last,  the  most  necessary  and  the  highest.  The  most  neces- 
sary: for,  wherever  man  does  not  restrain  himself,  the 
world  will  restrain  him,  and  make  of  him  a  slave.  The 
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highest:  for  we  can  restrain  ourselves  only  along  those 

lines  where  we  have  infinite  power.    Even  a  friendly  talk 

that  cannot  be  diaoontinued  at  any  moment  of  one 'a  own, 

unconditional  free  will  hat  something  illiberal  about   it. 

m  artist  who  want*  to  aay  everything  he  has  in  hia 

l,  keeping  nothing  to  himscl  want*  to  aay  all 

knows,  is  indeed  to  be  pitied." 

reupon  he  proceeds  to  guard  us  against  a  number  of 
s  that  might  arise  from  the  improper  appli 
xpression  and  self-restraint,     h  utea  inodera- 

n  every  ease.    The  poet  should  n<>t  use  his  imtpir 

.  .    In  no  ease  should  the  poet 

restrain  himself  so  as  to  make  an  end  of  the  free  flow 

<>f  Ins  s{  in  su,  h  a  ease  he  would  destroy  his  own 

poetic   life.     Self-restraint   would   become  "self-destruc- 

•i  other  words,  the  poet  should  not  apply  irony 

against  his  own  work.     He  should  cr-  Dressing  him- 

and  restraining  himself  up  to  the  point  of  irony  (di* 

lur  Ir,,m<    .   but   slmuM   n.-v.-r   int.-rrupt    his  own  Cltv 

by  means  of  irony.'    This  is  an  important  >n  which 

we  must  not  overlook.    These  are,  assuredly,  most  reason- 

al>l'   demands  made  of  every  artist  and  poet    They  show 

to  UN  to  what  extent,  \vit:  Itomantic  School, 

our  writers,  at  least  in  theory,  strove  for  an  art  in  \\ 

man's  emotional  life  as  well  as  his  int  had 

1   shares.     However  much   t  •  Qefiihlsmen- 

ainly  were  "dichtende"  Oefuhlsmenschen. 

e  poet  was  not  permitted  to  allow  the  stream  of  his 

th«  phrmM  "*w  **r  /rom« "  occur*  frequently  in  his  writings. 

*o  the  following  epigram:  "Naive  is  what  bit  mr  7rom>,  or  to 

tne  point  where  self  expreaaion  and  self  destruction  constantlr  change, 

i»  or  appears  to  be  natural,  that  ia,  both  individual  and  classic.     If  it 

be  only    instinct,    it    is    chil.hike,    childiah,   or  silly;    if    it    be   only 

intention,  it  becomes  affectation.     The  beautiful,  poetic,   idealistic, 

naive  product  must  be  both  intention  and  instinct.     Intention  is,  in 

this  sense,  in  its  essence  freedom."     (Atk**at*mfraemt*t,  No,  51). 
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infinite  spirit  to  flow  out  unchecked.  He  was  to  dam  it. 
This  the  preceding  generation,  the  Stormers  and  Stressers, 
who  were  only  "Gefiihlsmenschen,"  failed  to  do,  pouring 
their  soul's  content  in  violent  torrents  upon  an  unprepared 
world.  Against  these  men  in  particular  Fried.  Schlegel'a 
warning  was  directed.  The  poet  should  dam  the  flow  of 
his  spirit,  and  should,  at  all  times,  give  proof  in  his 
writings  that  he  is  possessed  with  the  needed  power  to  do 
so.  Yet  he  must  not  shut  the  flow  of  his  spirit  off  entirely, 
for  this  would  be  caprice,  and  would  destroy  the  poet's 
own  life,  who  lives  by  expressing  himself.  Gently  the 
poetic  stream,  should  flow  over  the  dam  of  his  creation, 
directed  in  volume  by  the  power  above.  If  it  so  flow, 
sc  directed  and  controlled,  the  product  will  be  a  beautiful 
one. 

I  feel  tempted  to  add  yet  another  epigram,  a  most  char- 
acteristic Schlegelian  one: — 

"  Irony  is  a  paradox.    A  paradox  is  all  that  is  good  and 
great  at  the  same  time." 

This  is  the  shortest  of  his  epigrams  on  the  subject, 
it  contains  his  whole  philosophy  of  irony.     His  irony  is 
indeed  a  paradox.    It  demands  of  the  poet  his  whole  spirit 
freely  given,  wrought  in  a  work  of  art  as  good  as  he  can 
make  it,  and  yet  it  also  asks  him,  finally,  when  it  is  fin 
to  stand  aside  and  look  upon  it  and  criticize  it  as  if  it 
-  were  somebody  else's  property.    When  the  work  is  fin 
he  should  look  at  it  and  say,  "this  is  good;"  in  df.i 
so  he  becomes  his  own  critic  and  may  then  say  to  hii 
"I  am  great."     "There  are  poems  old  and  new  v' 
throughout  breathe  the  divine  breath  of  irony  .  .  .  within 
lives  the  poet's  mood  that  surveys  all,  rising  infinitely  above 
everything    finite,     even    above    his    own  art,    virtue, 
or  genius."' 

JCf.   Lyceumfragment,  No.  48. 
*Cf.    Lyceum  fragment,  No.  42. 
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Perhaps  the  beet  method  of  exprmion  for  us  all  to  adopt 

it  one  so  formulated  aa  to  make  the  impression  that  we  have 

not  said  all  that  we  can  aaj>  11  have  a  good  deal  op  our 

sleeve.    It  makes  a  splendid  garment  to  cover  our  ignorance 

though,   I  daresay,   if  we  play  our  pan  well,   it 

ires  a  deal  of  greatness  too.    And,  perchance,  Socrates 

made  use  of  it  as  much  to  cover  his  own  ignorance  as  to 

express  that  of  others.    At  any  rate,  when  we  undertake 

tine  such  a  sublime  term  as  our  irony,  it  is  well  to 

leave  the  impression  that  there  is  still  a  goodly  portion 

matter  that  might  be  said    Romantic  irony  has 

-  sides.     Its  subtle  feelers  lay  hold  of  another 

tosth'  tory  and  link  themselves  closely  with  it.    This 

and  humor  are  very  closely  all 

will  o'  the  wisp  irony  which  is  here  and  there  and 

nowhere,  which  lords  it  over  everything  and  plays  with 

everything,  cuts,  from  the  start,  a  humorous  figure.    Fried. 

gel  felt  this  distinctly,  and,  having  a  serious  purpose, 

repeatedly  assures  his  readers  that  they  must  not  think 

be  is  playing  hide  and  seek  with  them,  but  is  in  full  earnest. 

re  is  "Schert"  and  "Enw*"  in  irony  he  says.    The 

•rous  element  does  not,  however,  come  very  much  to 

surface  in  Schlegel.     We  must  go  to  the  works  of 

Tieck  to  see  irony  in  association  with  humor. 

ck's  irony   is  not  identical  with  that  of  Schlegel. 

When  Tieck  began  to  make  use  of  irony,  he  had  not  read 

1.  Schlegel  *s  epigrams,  had  no  Socratic  irony  in  mind, 

was  totally  ignorant  of  Fichtean  philosophy.    Nor  had 

be  any  formulated  theory  of  irony.    N<>t  until  much  later 

he  become  acquainted  with  it,  having  got  it  from  his 

id  Solger.    He  practised  it,  however,  even  in  his  earli.  r 

works,  more  or  less  unconsciously,  so  he  tells  us  himself, 
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having  obtained  a  vague  conception  of  the  thing  tin 
his  studies  of  Shakespeare.    Ta  Shakespeare  we  inuM 
Jean  Paul.  Aristophanes,  Holberg,  Gozzi,  all  of  whom 
however,  primarily  humorists  and  satirists. 

IThe  essential  difference  between  Schlegelian  and  Ti<  <  ki;m 
irony  lies  in  the  fact  that  Schlegel  uses  it  only  as  a  means, 
Tieck,  mainly  as  an  end  in  itself.    Schlegel 's  main  purpose 
in  establishing  irony  is  to  destroy  with  it  the  faulty  art 
conceptions  of  his  day.    Like  Socrates  he  seeks  to  estaMi.sh 
a  new  idea  by  destroying  the  old.    He  wishes  to  put  inde- 
pendence of  thought  in  the  place  of  slavish  adherence  to 
custom,  the  ideal  of  restraint  in  the  place  of  a  blind  drift- 
ing along  the  streams  of  passion  and  sentiment.    He  uses 
irony  as  a  critic  and  reformer.    On  the  other  hand 
uses  irony  as  a  plaything.     Irony  was  the  natural  c 
sion  of  his  playful  temperament.     In  order  to  show  this 
irony  in  its  various  forms,  it  would  be  necessary  to  trace  it 
through  his  works,  his  Lovell,  his  Straussfederg< 
his  Schildbiirger,  his  Blaubart,  etc.    I  shall  confine  n 
to  only  one  work,  Der  gestiefette  Eater,  in  which  imny 
appears  in  its  most  eccentric  form.     In  this  play  we  can 
best  study  to  what  extent  Tieck  could  go  in  playing  with 
the  powers  of  his  own  intellect,  ironically  destroy  h 
building  of  his  own  creation.    To  be  sure  he  appear 
in  the  role  of  a  reformer,  but  his  reform  is  not  accom- 
plished  through   "constructive"   irony,   that   is,   through 
the  teachings  of  self-restraint — that  he  could  do  least  of 
all — but    through    satire,    through    "destructive"    in  my. 
This  satire,  together  with  this  destructive  irony,  giv< 
to  a  new  product,  to  an  ironico-satirico-humorous  compo- 
sition. 

If  we  conceive,  for  a  moment,  human  nature  as  a  pu ; 
show,  we  shall  find  Fried.  Schlegel  behind  it  as  its 
ager.     He  reserves  to  himself  unconditional   liberties  to 
use  this  puppet  show  at  pleasure.    He  pulls  his  puppets  up 
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down,  forward  and  backward,  aa  it  pleases  him,  yet, 

this  we  know,  be  will  try  to  have  a  good  play.     It  w  by 

the  good  play  that  be  meana  to  destroy  toe  bad.    He  u  ill 

give  each  puppet  an  opportunity  to  express  ita  feelings  and 

thought*  to  a  degree  in  entire  harmony  u.ih  their  role. 

I  Be  can  stop  them  at  any  moment,  indeed,  at  times,  be  may 

veil  to  do  HO  to  let  the  audience  knov  :  th< 

-ts  but  he  himself  is  the  actual  maht-  .-      II,-  will  ,1., 
so  to  save  the  greatness  of  bis  position.     But  under  no 
consideration  will  be  do  so  from  mere  caprice.    "Iroi 
•  paradox  of  what  is  good  and  great" 

Compared  with  these  principles  of  histrionic  art,  Tk»ck 
has  an  entirely  different  conception  of  a  puppet  show. 
His  purpose  is  not  to  give  a  good  play  which  shall  set  a 
good  example,  but  a  play  that  shall  show  to  the  audience 
moment  that  be  is  the  manager.  With  this  main 
aim  before  him,  he  does  not  give  his  puppets  much  oppor- 
tunity to  come  into  their  own.  Not  the  puppets  are  to 
act,  but  he  himself.  He  is  manager  and  actor  and  poet 
and  audience  all  in  one.  The  whole  thing  is  gotten  up  only 

limse if,  for  the  great  man  of  irony  who  can  destroy 
as  quickly  as  he  can  create.  Here  is  an  example.  In  Der 
gestiffclte  Kater  one  of  his  satirico-huraorous  dramas,  there 
is  a  king  with  a  marriageable  daughter.  Princes  by  the 
dozen,  every  day  when  the  weather  is  fine,  come  to  sue 

her  hand.  Among  these  is  Prince  Nathaniel  von 
Malfinki.  He  comes  from  a  country  so  far  away  that  the 
king  cannot  find  it  on  his  map.  The  king  therefore  inquires 
with  much  concern  about  this  far-away  land,  and  these 
two  enter  into  a  lively  conversation  on  the  subject.  Sud- 
denly the  king  interrupts  the  prince  with  the  ques 
"  But  tell  me,  how  is  it  that  you  who  come  from  a  country 
so  far  away  can  talk  our  language  so  fluently?"  Thereup- 
on ensues  the  following  ironico-satirico-humorous  episode: 
'His  I****  is  »  proof  of  thu. 
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"PRINCE:  Hush! 

KING:    What  is  the  matter? 

PRINCE:    Hush!    Hush! 

KING:    I  don't  know  what  you  are  driving  at. 

PRINCE:     (In  an  undertone.)     Be  silent,   I  beg  you, 
about  this  matter,  else  the  audience  down  there  will  n 
how  unnatural  all  this  is. 

KJNG  :  Makes  no  difference,  they  clapped  a  moment  ago, 
I  take  my  chances. 

PRINCE:  You  see  I  talk  your  language  just  to  please 
the  drama,  else  indeed  it  would  be  incomprehensible. 

FISCHER:  (One  of  the  audience.)  This  play  is  full  of 
the  grossest  incongruities. 

SCHLOSSER:  (From  the  audience.)  Yes,  the  King  is  for- 
getting the  part  he  is  playing. 

LEUTNER:  (The  same.)  Only  nature  pure  and  simple 
ought  to  be  represented  on  the  stage;  the  prince  should 
talk  a  foreign  language  and  should  have  an  interpreter.1 

MUELLER:  (The  same.)  That's  it!  This  whole  play  is  silly 
throughout,  the  poet  forgets  the  next  moment  what  he  said 
the  moment  before." 

Thus,  by  a  certain  fantastic  turn,  by  a  facetious  incon- 
gruity, by  the  use  of  irony  on  the  part  of  the  manager,  who 
is  poet,  actor,  audience  at  the  same  time,  the  dramatic 
illusion  is  destroyed  and  what  has  the  semblance  of  reality 
and  of  serious  import  is  set  at  naught.  This  ironic  frolic 
runs  through  the  whole  play,  increasing  in  vehemence 
from  act  to  act.  A  confusion  of  interests  arises.  Play  and 
criticism  of  play  whimsically  follow  each  other.  The 
accustomed  order  of  stage  representation  is  set  aside,  and 
a  new  order  arises  which  bids  defiance  to  all  theatre  play- 
ing and  theatre  going.  The  audience  becomes  excited,  the 
usion  confuses  them,  their  wits  leave  them,  they  know 
not  what  it  is  all  about.  All  the  while,  however,  the  ironic 

*A  satire  against  the  naturalism  of  his  day. 
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manager  that  is  pulling  the  string!  ii  tending  volley  after 

re  upon  them  and  upon  the  f olliea  of  the  time. 

s  going  on.    The  play  is  not  what  it  teems 

to  be.    It  seems  like  a  succession  of  incongruities ;  in  reality, 

rous  satire. 

Sehlegel  had  not  in  n      !     ilia  irony  was 

on  the  sovereignty  of  the  mind,  which,  through 

Ms  tip  a  \v -II  "pi- -red,  organic,  literary 

/.  on  the  other  hand,  is  capri- 

>  and  asserts  itself  constantly  during  the  construction 

of  tht»  work.     It  is  n-ally  th»-  irony  <»i'  r  it  destroys 

Sehlegel  wanted  to  preserve.    To  be  sure,  Sehlegel 

red  the  Tieckian  audacity,  as  displayed  in  Der  gctti*- 

r;  l»ut  \vry  lik.-ly  h«-  ha«l  Ti«-,-k  in  min«l.  who  wa* 

called  at  the  tim*   th.   mml. -rn  Aristophanes,  when  he  said: 

"To  him  who  comes  fresh  from  Aristophanes,  the  Olympus 

MH-.lv.  the  rnin.iT  Mage  appears  like  a  long  s: 

out  fhn-:i«l  from  the  web  of  Athena,  like  a  spark  from  the 
divin<>  tire  that  lost  its  best  when  it  fell  down  upon  the 

•k  rode  his  satirical  Pegasus  for  the  pleasure  it  gave 
him:  ally  <*nly  he  engaged  in  a  combat  against 

it  had  to  be  overthrown  in  defence  of  Truth 
and  Goodness.    There  is  profound  seriousness  in  s 
rid   humor.     Deprived  of  this  seriousness 
i degenerate  into  trivial  pi 

Yet,  full  justice  would  not  be  done  were  we  to  allow 

1.  Schlegel  to  go  off  the  stage  at  this  point  leaving 

'•.at   he  was  a  model  manager,  and  that 

c  was  a  poor  manager.     Fried.  Schlegel  eould  also 

be  fitful  and  wayward.    There  is  a  book  that  has  eome  from 

:Mfs  pon  in  which  his  theory  of  self-restraint 

led  to  work     It  is  the  Lurinde.    I  suspect 

in  \\ritin?  this  book  he  was  influenced  by  Tieck's 
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popular  successes.  For  we  find  in  it  that  same  destructive 
irony  which  we  have  noted  in  Tiuck's  works. 

Commonly  we  see  stated  that  Tic.-k  wrote  his  satirical 
dramas  under  the  influence  of  Krirdrich  Schlegel 's  doctrine 
of  irony.  The  reverse  is  true.  Turk's  application  of 
irony  influenced  (at  least  for  a  time)  Fried  rich  Schlegel. 
Only  later,  when  he  had  become  acquainted  with  Solger's 
irony,  did  Tieck  enter  into  an  understanding  of  Schlegel's 
doctrine.1 

Yet  we  can  also  discern  a  difference.  The  eccentricities 
of  the  Lucindc  arise  as  much  from  a  lack  of  artistic  skill 
as  from  wilful  desire  to  be  capricious.  At  no  time  had 
Fried.  Schlegel  given  up  his  position  as  manager  and 
director  of  his  own  product.  The  idea  of  irony  implied  this 
right  to  the  author.  His  theory  of  irony  tells  us  that  it  is 
"a  paradox  of  what  is  good  and  great."  Because  he  could 
not  be  a  good  manager  in  practice,  the  other  alternative, 
namely,  to  be  a  great  manager,  got  the  better  of  Friedrich 
Schlegel  in  writing  his  Lucinde. 

We  need  not  wonder,  for  the  truly  great  writer  knows 
not  of  his  greatness  while  engaged  in  the  writing  of  his 
work.  His  labor  is  "  service, "  that  of  Friedrich  Schlegel 
was  "liberty."  Le  monde  c'est  moi  was  the  guiding  prin- 
ciple of  his  irony. 

VI 

Schlegers  irony  of  the  years  1797-98  represents  the  indi- 
vidualistic, egoistic,   intellectual  side  of  his  nature.      It 
stands  for  intellectual  supremacy.     Very  soon,  however, 
even  as  early  as  1798,  through  the  influence  of  the  theolo- 
gian,   Schleiermacher,    with    whom    he    was    intimately 
acquaint. -d.   through   Wackenroder's  Herzensergiessungen, 
through  Novalis,  with  whom  he  corresponded,  through  the 
«Cf.   Tieek's  work*,  VoL  VI,  pp.  nviiiff. 
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sophio  studies  of  Sehelling  and  Spinosa,  and  through 

uences,  another  Hide  of  his  nature  came  to  the 

up  to  this  time,  had  only  here  and  there 

tc nil  through  his  works,— the  emotional,  mystic,  and 

••us  side.    Its  true  import  appears  for  the  first  time 

set  of  epigrams  known  as  the  Ideen  (1799). 

MI  this  tim<>  a  new  epoch  begins  in  Schlegel's  whole 

Instead  of  .ing  as  heretofore  in 

man's  Hnvrivign  powers  of  mind,  he  dwelled  more  and  more 

ligiouM  With  this  change  his  doctrine  of 

changed  likewise.    AM  heretofore,  the  poet  continued 

an  actor  on  the  world's  stage,  playing  his  part  with 

M<  meaning,  or  the  manager,  if  it  pleases  you,  of  the 

[•pet  show,— all  the  same,  the  mind  back  of  the 

-  ha-1  undergone  a  change.    This  is  the  new  irony  of 

-oar  1800:— 

NTONIO  :    We  demand  irony  even  in  the  most  popular 

> ;  we  demand  that  people  and  their  affairs,  in  fact  the 

whole  play  of  lif<\  }*>  ivnlly  taken  as  a  play,  and  repre- 

<1  as  such      This  appears  to  us  most  essential;  and 

is  not  included  in  that?    \V«  -ily  for  the  raean- 

;!   th.«  work  has  as  a  whole;  what  attracts  and 

mind    and   heart    and    imagination    of   the 

idual  appears  to  us  only  a  symbol  ...  in  the  moment 

in  which  we  rise  to  its  height 

LOTHARIO:     All  sacred  plays  of  art  are  only  remote 

f  the  world,  of  that  one 

of  art  which   forms   itself  for  ever,   namely,   the 
universe, 

iKOTKO:    In  other  words:  all  beauty  is  allegory.    The 
<*canse  inexpressible,  can  be  set  forth  only 

crein  now  does  this  new  irony  differ  from  the  oldt 
We  can,  strictly  speaking,  not  say  that  it  is  new,  it  is  ttffl 
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the  old  in  kind,  changed  by  the  infusion  of  the  spirit  of  j 
religion.  If  asked,  Schlegel  would  still  have  insisted  on 
the  necessity  of  self -rest mint  in  the  production  of  the 
work  of  art.  He  would  still  have  agreed  with  us  in  com- 
paring it  to  a  dam  regulating  the  flow  of  the  poet's 
spirit  But  the  difference  is  this.  The  poetic  stream 
comes  now  from  deeper,  more  recondite  sources  than  in 
former  years,  sources  over  which  Schlc^-l.  with  nil  the 
astuteness  of  his  reason,  with  all  the  majesty  his  intellectual 
powers  stood  for,  had  not  absolute  control.  The  j» 
enthusiasm,  flowing  now  from  divine  sources,  was  too  great 
to  be  confined,  too  precious  to  be  held  in  check.  Much, 
therefore,  passed  over  the  dam  not  of  the  poet's  own 
self-expression,  or  filtered  through  it  by  secret  interstices. 
And  when  the  work  was  finally  finished,  he  could  no  longer 
look  upon  it  with  the  same  self-complacency,  being  con- 
strained to  acknowledge  in  it  much  material  not  entir.lv 
<>f  his  own  making,  which  transcended  individuality  ;m<l 
pointed  to  worlds  beyond.  "In  other  words,'1  as  Fried. 
Schlegel  says,  "all  beauty  is  allegory.  The  highest  beauty 
because  inexpressible  can  be  set  forth  only  allegorical ly." 

We  can  now  plainly  see  how  intimately  Romantic  Irony 
associated  itself  with  Romantic  Symbolism.  Romantic  art, 
we  have  seen,  was  symbolic,  and  romantic  irony,  in  this 
later  stage,  was,  really,  at  times,  no  more  nor  less  than  a 
conscious  recognition  on  the  part  of  the  poet  that  what  he 
had  said  in  his  works  was  not  all  that  he  meant  to  say  or 
could  have  said  or  might  have  said,  that  an  unexpressed 
spiritual  plus  remained  behind.  Irony  implies  a  joy  in  the 
possession  of  an  infinite  mind  and  consequently  the  recog- 
n  that  finite  works  are  only,  and  can  only  be,  symbols. 
In  the  earlier  stage,  they  were  symbols  of  the  poet's  indi- 
vidual mind,  in  the  later  stage,  of  the  divine  mind. 

But  how  weak   man    is!     Bound   to  be   weak!     Vast 
stretches  of  thought  Schlegel  meant  to  conquer  with  the 
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n  of  his  infl  ij,  vast  itreteheB  of  knowledge  he 

i  t<>  rule  over  with  hi*  irony.     But  at  last  he  rae- 
>ed.    Rightly  or  wrongly  we  thall  not  §ay.    When  he 
i  the  Roman  Catholic  Church,  the  orerlordahip  of 
iind  had  ended. 
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CHAPTER  XI 

NOVALIS  AND  HIS  HYMNS  TO  THE  NIGHT 

I 

OVER  Novalis'  works  floats  a  peculiar  atmosphere  such 
as  the  pate  ap^ou^roS1  the  flavor  of  antiquity,  which 
the  Greek  historian,  Dionysius,  says  floats  over  Plato's 
works,  or  the  esoteric,  religious  atmosphere  which  perme- 
ates the  Theosophia  revelata  of  Jacob  Bohme,  the  German 
mystic. 

Novalis'  Hymns  to  the  Night  introduce  us  to  the  mystic 
side  of  romanticism.  We  live  our  life  in  the  daytime,  and 
we  have  a  right  to  think  that  man  was  created,  in  order 
that  he  might  spend  his  life's  best  portions  when  the  rays 
of  the  sun  are  about  him  and  the  world  of  his  senses  is 
made  bright  with  light.  Only  in  the  daytime  can  man 
become  acquainted  with  the  forces  that  are  about  him,  can 
find  his  place  in  nature,  can  decide  upon  his  duties,  can 
live  his  true  life.  The  night  is  the  time  when  he  lies  down 
and  gathers  new  strength  for  the  coming  day.  Surely 
the  daytime  was  truly  valued  by  our  writers,  for  they 
were  lovers  of  sensuous  beauty,  lovers  of  nature,  of  art, 
and  the  images  of  poetry.  Romanticism  was  the  cultiva- 
tion of  the  inner  life,  but  it  was  an  inner  life  clothed 
in  the  garments  of  poetry.  Romanticism  was  symb< 
but  a  symbol  is  a  living,  visible  sensuous  thing.  Romanti- 
cism was  love,  but  what  can  the  poet  do  with  love  unless 
he  cling  to  an  object  seen  with  his  senses.  Romanticism 
was  transcendental  philosophy,  but  it  was  also  the 
philosophy  of  a  growing,  living,  organic  nature.  Roman- 
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ticwm  waa  tl>  the  poaMnion  of  the  power*  of  an 

u«  spirit    <Irony),  but  what  waa  thia  joy  except  a 
>ph  over  its  own  finite  work.     Ami  yet  there  ia  a 

against  th.«  world  of  the  senses,  against  the  daytime  and 
the  light  of  th<>  *..  ,  a  yearning  away  int..  the  apace* 

of  the  night,  a  yearning  away  from  the  world  which  ia  the 
§am<>  every  day  to  another  unknown  world  of  golden 

alls'   //ymtw  to  the  Night  celebrate  thia  yearning. 
an-    in;  associated   with   event*   in    his 

es,  a  in  ve  gospel,  oonfeaeiona  wrong 

hia  heart  amid  triala  and  tribulations.     We  moat 

tin-    da  the 

•   where  the  night  wrapped  itself  about  him  an<! 

s|M-ll   of   tii,-   starry   heavens  called  forth  hia 

When  Novalia  had  finished  his  first  ir  year  at 

'K)-91)  and  waa  about  to  leave  for  the  University  of 

where  he  had  planned  to  continue  his  studies,  he 

^Hb  a  long  !••••  :•.''.'•!<!.  one  of  his  favorite  and 

most  (list  professors.    It  is  a  most  interest- 

-  because  in  it  we  see  as  in  a  mirror  the  spir 
•narks  of  the  young  poet's  aoul.     Annm^  <>tli< 

'isand  images  glide  )>•  s«»nl  vi\ 

«>n  and  memor>%   which   in   magic  light,    in 
shapes   have    a   tenfold    greater   effect,    gently 
_:  an    inflnitr   muni..  and 

iff  dissolves  into  an  umr 

nsemble  of  a  twilight,  \vht-n-  onl\  reme 

I  isi!»l.«   for  a 

and  th.-n  in«-lt  away  gradually  in  tin-  mist  of  the 
be  \vit.-li.-ry  <>f  the  prospect!  who  is  able  to 
descr  I  aee  befor  in  a  moment  of  the 

inspiration,  my  past  lif<      It  seems  like  the  motley 
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throng  of  a  country  fair.  I  see  myself  in  ridiculous, 
strange,  romantic,  and  unnatural  disguises  in  which  tin* 
unrestrained  imagination  and  the  whim  of  the  moment 
arrayed  me,  and  feel  sorry  for  the  patient  friends  of  tin; 
pathless  wanderer.  ...  I  shall  leave  hen  in  three  \ 

Leipzeig,  and  shall  begin  to  live  there  an   mtin-ly 
different  life.    Jurisprudent  .  mathematics,  and  philosophy 
are  the  three  sciences  to  which  I  mean  to  devote  myself  I  his 
winter  with  hody  and  soul  in  the  strictest  sense  of  the 
word.    I  must  secure  for  myself  greater  firmness,  determi- 
nation, and  purpose,  and  this  I  can  achieve  most  e. 
by  means  of  a  severe  study  of  these  sciences.  ...     The 
muses  and  the  graces  may  continue  to  remain  the  tn 
and  youthful  playmates  of  my  leisure  hours,  my  heart 
may  continue  to  beat  with  warmth  and  tenderness   for 
the  favorites  of  these  muses  and  graces.    Their  work's  will 
always  have  for  me  a  magic  power,  great,  and  sublime, 
captivating  sense  and  soul;  and  .  .  .  will  fill  my  thoughts 
and  sentiments  with  inspiration.     For  the  feeling  of  rap- 
ture that  comes  from  this  will  die  out  only  with  tin    final 
dissolution  of  my  life's  fibres,  with  the  convulsion   that 
will  rend  my  soul  asunder,  with  the  last  breath  that  will 
free  the   God  that   dwells  within  me."       These  words 
Novalis  wrote  when  he  was  nineteen  years  of  age, 
critical  period  in  his  life,  standing  at  the  parting  of  two 
roads,  one  opening  a  literary,  the  other  an  offici; 
Schiller,  his  best  beloved  teacher  at  Jena,  had  advised  him 
against  a  literary  career.    Now,  in  these  last  weeks,  No- 
was  seeking  to  find  peace  and  strenprth  in  his  own  mind 
f--r  the  studies  to  which  he  had  determined  now  to  d- 
himself.    The  letter  is  indeed  most  pathetic.    We  f< 
we  observe  the  fervency  of  his  love  for  poetry  that  h' 
indeed  inspired,  and  that  no  power  on  earth  could  tear 
inspiration  from  his  soul.     Yet  Novalis  remained  firm  in 

*Cf.  Novalii'  works  (Meiaaner),  Vol.  I,  pp.  43  44  and  52-53. 
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his  plan  to  discipline  his  mind.    For  the  moment  to  be 

u  iulo  he  was  at  Leipzig,  away  from  the  guiding  hand 

hiller  and  in  the  company  of  Fried.  Schlegel,  that 

i lusioned  youth  and  hi*  fellow  student,  hi* 

I 

rtheleat,  and  later  on,  at  Wittenberg,  psssnd  his  exam- 
»n,  and  finally  entered  upon  his  duties  as  an  official. 
indeed  surprising  to  what  extent  Novalis  with  bin 
o  temperament  was  able  to  adjust  himself  to  the  plain- 
est duties  of  l.i'.      It  seems  almost  as  if  two  distinct  per- 
sonalities lived  in  him, — that  of  a  poet  and  dreamer  r 

m  remote  spiritual  realm*  of  fancy,  and  that  of  a 
man  of  our  own  flesh  and  blood — that  of  Goethe's  Tasso 
•  hat  of  Goethe's  Antonio.    Between  the  yean  1790  and 
Deemed  almost  as  though  Antonio  would  be  the 
ling  side  of  his  nature.    Tet  the  fire  of  poetic  enthu- 
siasm was  burning  within  him.    On  one  of  the  first  evenings 
13  acquaintance  with    Fn<  d.  Schlegel  he  opened  his 
whole  heart  to  him.    The  impression  that  he  made  upon 
Schlegel  that  evening  is  recorded  in  a  letter  written  by 
his  brother  August  Wilhelm  in  the  year  1791. 
nee  has  made  me  acquainted  with  a  man  of  whom 
vorld  may  expect  the  highest  achievement.    He  is  as 
•yet  a  very  young  man — with  a  fine  face,  black  eyes,  and  a 
\pression  when  he  speaks  with  enthusiasm — an 
indescribable  fire  of  enthusiasm,  he  says  three  times  as 
h  and  talks  three  times  as  fast  as  other  people— the 
vest  comprehension  and  finest  sensibility.    The  study 
hilosophy  has  given  him  extraordinary  ease  in  form- 
"•untiful  philosophic  ideas,  his  aim  is  not  the  true 
the  iM-autiful.    Plato  and  Hemsterhuis  are  his  fa\ 
authors;  with  wild  fire  he  presented  to  me  on  one  of  tho 
first  evenings  his  philosophy  of  life:  he  thinks  that  there 
is  no  evil  in  the  world,  that  mankind  is  now  steadily  mov- 
ing towards  the  Golden  Age.    Never  have  I  seen  such  joy- 
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of  youth.    His  sensibility  has  a  childlike  inn.. 
due  not  to  inexperience  but  to  natural  <iualitics  ui  tiia  s..ul. 
For  he  has  been  much  in  society  (he  makes  acquaint. 

kly) ;  one  year  at  Jena,  \\hnv  he  became  well 

..inted    with    philosophers    and    lit lerateurs,   especially 
with  Schiller.     He  was,  h<  also  a  full-fledged  student 

at  Jena,  and  has  been  in  duels  frequently  [  !j,  so  1  am 
t«.ld.'f  Such  was  the  extraordinary  temper  «.i'  this  y<.un^ 
man — a  dreamer,  and  yet  a  part  a  ..ildly  [ 

At  that  time  he  had  written  a  few  poems,  childlike,  joyous, 
sunny  expressions  of  the  spirit  of  one  who  is  1«> 

rds  the  coming  of  the  Golden  Age;  also  his  1 
\u-itten  at  the  time  bear  the  same  spirit,  and  his  profound 
interest  in  the  religion  of  his  father,  the  Moravian 
makes  this  still  clearer.  On  the  other  hand,  he  was  not  that 
seraphic  figure  often  pictured  to  us,  born  on  this  earth, 
as  it  were,  by  a  divine  mistake,  his  eyes  turned  heaven- 
wards waiting  anxiously  for  the  time  of  release  from  the 
bondage  of  earthly  limitation.  Not  so.  He  had  his  feet 
firmly  planted  on  earth,  and,  when  in  Leipzig,  actually 
partook  with  zest  of  those  earthly  pleasures  which  appeal 
to  youth  when  passions  and  appetites  are  strongest.  He 
led  a  life  of  youthful  follies  in  those  earlier  years,  follies 
incident  to  German  student  life,  drinking  bouts,  duels, 
love  affairs,  etc.  He  knew  well  how  to  play  the  fool  on 
the  theatre  of  human  life,  so  it  seems,  with  whole-hearted- 
ness,  and  how  to  win  the  applause  of  his  jovial  fellow 
student. 

This  characterization  is  also  borne  out  during  the  \ 
immediately  following  his  university  studies.    What  it  ho 
felt  the  ecstatic  joys  in  company  with  the  muses,  what  if 
he  thought  that  the  Golden  Age  was  about  to  dawn.  h.  was 
willing  and  ready  to  live  in  the  plain  company  of  m- 
the  world.    He  possessed  the  serene  faculty  of  harmonixing 
the  world  of  ideals  with  the  incontrovertible  claims  of 
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commonpUoe  life.    He  actually  became  a  practical 

man.    "Everything  he  did,"  to  tnstiins  one  of  his 

ion,  "hi  !-,, uglily,  never  superficially.    I  waa  to  be 

••acher  and  guide,  but  he  became  my  teacher."  It 
teems,  therefore,  that  he  might  have  become,  had  circum- 
stances so  directed  him,  a  trustworthy,  businesslike  official, 

rig  perhaps  now  and  then  a  poem,  spending  his  leisure 

hours    in    reading    literature,    cultivating    perhaps    the 

acquaintance  of  men  of  letters,  vivifying  the  routine  of  his 

labors  by  high  thinking,  but  he  would  never  have 

-n  his  /fymiu  to  the  Night  nor  his  Heinrick  von 

dingcn,  works  which  have  handed  his  name  down  as 
(one  of  the  mystic  dreamers  of  the  world.    Of  mysticism 
if  we  wish  to  interpret  this  word  for  the  moment  to  mean 
a  yearning  away  from  this  world  to  some  diviner  dwelling 
place — there  is  no  trace  before  the  year  1797. 

But  in  this  year  there  entered  into  the  life  of  our  writer 
an  event  of  such  importance  as  to  decide  the  true  bent  of 
This  event  is  connected  with  his  love  for  a 
woman.  Strange  are  the  facts  of  this  love  affair.  A  few 
miles  from  the  place  where  he  first  was  stationed  as  an 
official,  in  Qriiningen,  in  the  yellow  mansion  on  the  hill, 
he  met,  in  November  1794,  Sophia  von  Kiihn,  a  little  curly- 
headed  girl  scarce  thirteen  years  of  age.  Beautiful  some 
say  this  girl  was;'  but  beauty  alone  could  scarcely  have 
•t.-.l  our  young  poet,  idealist  as  he  was,  student  of 
Kant's  and  Fichte's  philosophy,  the  university- trained 
young  man  who  had  been  able  to  win  the  friendships  of 
Schiller,  Reinhold,  Fried.  Schlegel.  And  yet  besides 
beauty,  she  seemed  to  have  possessed  few  other  attractions. 
She  was  young,  immature,  childish,  even  illiterate  in  the 


'A  portrait  of  her  mmy  be  found  in  Bid's  biographic 
oral**.     If  the  witMSMt  who  testify  to  her  beauty   (Goethe 
Leek  among  them)  are  at  all  to  be  trotted,  the  portrait  otterr/ 

218 


NOVALIS  AND  HIS   HYMNS  TO  THE  NIGHT 

extreme,  as  her  diary  and  h  is  abundantly  p 

i  unously  enough  Novalis  was  aware  of  all  ul  in T  i 
fections  having  made  a  complete  mental  analy>. 
person,  which  is  attested  by  an  ab  »wn  to  u> 

covering  about  two  printed  pages.     We  read: 
mature  for  her  age.    A  talent  to  in. 
and  charitable.    Love  for  children.    Sense  oi  "pi, T.     sin- 
has  tact.     She  is  subtle  in  her  remarks.     Sh<    despises 
gossip."   All  these   are   traits   of   character    in    s-pii.a's 
favor,  and  the  best  has  not  yet  been  said:    "She  does  not' 
strive  to  be  something,  she  is  something."    But  these  an* 
offset  by  the  following  undesirable  traits:    "Her  tendency 
to  childish  play.    She  does  not  care  for  poetry,     sh 
not  yet  attained  to  reflection.    Her  impudence  toward*  In T 
father.    Her  fear  of  ghosts.    She  is  irritable  and  sensitive. 
She  is  imperious.    She  is  altogether  cold.    She  has  tremen- 
dous powers  of  dissimulation.     She  does  not  believe  in  a 
future  life,  but  in  migration  of  souls.     She  is  afraid  <>f 
spiders  and  mice."    Could  Novalis  ever  have  become  truly 
happy  with  such  a  woman?    Can  we  even  say,  in  vi< 
this  cold,  deliberate  analysis,  that  an  all-consuming  1<»\<> 
controlled  him?    And  yet  could  anything  but  an  all 
suming  love  have  inspired  him  to  great  literary  activity! 
So  far,  indeed,  nothing  had  happened  in  this  love  affair 
eventful  enough  to  furnish  literary  inspiration,  and  suivly 
not  enough  to  produce  the  Hymns  to  the  Night. 

The  important  event  was  yet  to  come.    Not  long  a 
their  engagement,  in  the  year  1795,  Sophia  fell  ill.    There 
was  a  time  when  she  rallied;  an  operation,  however,  was 
finally  necessary;  and  from  the  effects  of  this,  after  mm-h 
suffering,  she  died.    During  this  illness  a  magic  transfor- 
mation was  wrought  in  her  person.    Hovering  between  life 
and  death,  the  immature,  childish  traits  of  Sophia  se> 
to  slough  off,  and  the  golden  kernel  Novalis  had  found  in 
her  when  he  said  that  she  did  not  strive  to  be  something 
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•van  something,  freely  developed,  spreading  over  her 
peraon,  until  a  truly  genuine  affinity  between  the 

line  on  Novalis  became  retUeam.    The  tleeping 

i  If  -a  wakened  force*  of  hit  nati  kened  under 

••noea  of  hit  love;  hia  aoul  life,  in  Home  way  or 

.••h  he  aa  a  poet,  transcendental  thinker,  and 


>  known  to  ua  began  to  form  themaelvea.    He 

became  more  self-conscious,  im-i-,-  mtroapective,  more  ac- 

customed to  interpret  the  world  from  \\ithin  rather  than 

lout     11*-  threw  hini.srlf  \vitii  renewed  eagerneaa 

\\hirh  had  always  been  to 

t.  hoping  to  find  in  them  conaola 

s  great  L  re  alone  [naiwly  in  the  world  of 

houghtj  my  hopes  that  I  have  lost  here  may 

rote  at  the  beginning  of  the  year 

s  here  are  successes  t  ie  sword  that 

ida  becomes  the  mag  1  that  gives  life,  and  the 

ashes  of  earthly  roses  become  th--  birthplace  of  the  roaea 

a  ven.  ...     My  imagination  grows  in  proportion  aa 

hope  declines;  when  this  hope  shall  have  vanished 

imagination  will  be  still   lofty  enough 

up  t<>  a  h.-iu'h:  where  I  shall  find  what  I  have  lost 

But  even   his   imni:  sojourns   within   the 

reaches  of  philosophic  thought  failed  to  give  him  peace, 

a  few  days  before  Sophia's  death  he  writes  to  hia 

1.  Schlep  he  first 

she  has  been  to  me,  without  my  knowing  it.  th.-  true 

cause  of  my  peace,  my  activity,  my  whole  I  had 

my  studies  would  offer  me  some  relief,  but 

thin-.:  )  kewiae  dead,  desolate,  silent,  lifeless, 

;»  is  the  •  ««f  I  get.  Farewell  my  good  and 

*Cf.  Novalis'  works  (Meianer)  Vol.  I,  p.  66,  (letter  dated  February 

797). 
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dear  Schlegel!     I  shall  be  soon  at  the  end  of  my  life's 
journey.    Be  happier  than  I  have  been.1'1 

Matters  came  soon  to  a  climax:  Sophia  died  Man -h  19th, 
1797.    It  was  a  tremendous  shock  to  Novalis,  revolution  i/.- 
ing  his  whole  being.    "The  autumn  of  my  lit'.-  is  n<> 
hand,"  he  writes  to  Fried.  Schlegel.    "I  feel  so  fn 
full  of  power — I  truly  believe  I  shall  yet  be  able  to  achieve 
something.    So  much  I  can  assure  you  solemnly  tint   it  is 
now  entirely  clear  to  me  what  a  divine  occurrence 
death  has  been  to  me, — a  key  to  everything,  a  wondi 
providential  move.     Only  through  her  death  could  many 
things  be  solved,  much  not  understood  be  made 
simple,  mighty  power  has  arisen  within  my  conseiou 
My   love   has  grown   into  a  flame,  by  which  everything 
earthly  is  consumed."5     "The  flower   [Sophia]    has  now 
wafted  across  into  the  other  world:  the  player  throws  his 
cards  from  his  hand  in  despair,  and,  awakening  from  a 
dream,  smiles  as  he  listens  to  the  last  call  of  the  niu'ht- 
watch,  and  waits  for  the  red  of  the  morning,  which  fills 
him  with  hope  for  the  new  life  in  the  real  world."1     This 
real  world  he  is  speaking  of  is  the  world  of  truth,  a> 
tinguished  from  the  world  of  everyday  life.    On  it,  win-re 
he  believed  Sophia  to  be,  his  eyes  were  now  yearn 
centered.    For  a  moment  he  contemplated  suicide;  with  a 
bare  bodkin  or  a  cup  of  poison  the  whole  might  have 
accomplished.     But  quickly  these  ignoble  thoughts   w»-re 
dismissed  from  his  mind.    There  was  another,  better, 
nobler  way.    Fichte  had  pointed  it  out  to  him,  a  tran 
dental  way, — by  sheer  will  power,  by  the  magic  sovere 

«Cf.    Baich,  Novalis'  Brief  wechtel,  p.  27  (letter  dated  March  14th, 
1797). 

«Cf.    Baich,  Novalia'  Brief wechsel,  pp.  29  and  30  (letter  to  I 
Schlegel,  dated  April  13th,  1797). 

•From  another  letter  dated  April  13th,  1797;  cf.  Novalis'  worki 
(Mebner)  Vol.  I,  p.  «8. 
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.0  human  ego  on  iu  march  upward  higher  and  higher 
irds  the  realm  whither  all  souls  finally  go.    Yea,  this 
was  the  o  iy,  to  leave  the  v. 

.ing,   Novalw"   whole  energies   were  now   bent 
'vato'    whole   energiea   were   now   bent 
t  a  plan!    What  MM. 1. muted  oonfidenee  in  the  power* 
an's  inti 

are  as  nothing  compared  with  this  audacious 

All  the  preparations  for  the  departure  were  made.       1 

tig  yet  to  do/'  he  says,  "then  the  flame  of  love 

longing  may   blaze   up   and  send   the   loving  soul 

self]  after  the  beloved  shadow  [Sophia).    The  moment 

loeting  her  again  is  the  most  joyous  anticipa 

to  me  on  this  ear  ;is  the  beginning,  she 

Is  to  be  the  .  :M  ,.f  my   1;;'.-.      HIT  -;::    rings  are  wounds 

y  flesh,  which  only  the  balsamic  air  of  a  better  world 

cau  heal.  .  .  .  Her  grave  is  my  grave.     My  happiness, 

lopes,  and  prospects — my  life,  my  love.  IK-  buried  there. 

My  grave  and  her  grave  will,  I  am  sure,  inspire  me, 

an  long  as  I  live,  with  inexpressible  love  and  power  for 

all  that  is  gi». 

ii'-r  grave  he  went  frequently,  dreaming  by  its 

"••am  of  a  reunion;  »luriu<r  I  of  three 

as  recorded  in  a  special  diary   iu   which  - 

••••in  th*    :;ist  day  after  Sophia's  death  is  in- 

iually  numbered,  he  prepared  himself  for  the  grand 

•human  act  of  will  power  which  was  to  sever  his 

soul  from  this  world  and  conduct  it  into  the  next  world. 

i  these  dreams,  and  from  attendant  struggles  and  medi- 

'uenced  not  a  little  by  p< 
and  mystic  writings,  the  llymns  to  the  Sight 
took  shape  in  the  poet's  mind. 


»Cf.  Noralia'  works  (MctasMr),  Vol.  I,  pp.  *8ff. 
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II 


as  it  may  sn-m.  this  separation  of  his  soul 
his  body  for  which  he  was  so  ardently  longing,  this 
reunion  with  Sophia,  was  actually   brought   about. 
is  the  only  interpretation  we  can  give  of  it.     lie  it  a  mm; 
dream  or  a  poetic  vision  or  a  trance,  we  know  not     <  -n 
that  one  day,  while  he  was  watching  at  the  grave  ol   his 
betrothed,  an  extraordinary  experience  befell  him.      He 
has  recorded  it  in  his  third  Hymn.     We  must  read   it 
fiit  ire:  — 

"Once,  when  I  wept  bitter  tears,  pining  away  with  gric 
as  my  hopes  vanished,  standing  alone  at  the  barren  ^ 
that  hid  in  its  narrow,  dark  space  my  life's  form,  lonelfl 
as  no  man  was  ever"  lonely,  lashed  by  unutterable  painj,| 
powerless,  but  a  shadow  of  misery;  looking  about  for  help^.1 
not  being  able  to  move  forward  nor  backward,  my  In  -art 
fixed  with  unutterable  longing  upon  life's  flame  that  had 
just  died  away:  —  there  came  from  the  blue  distance,  from 
the  heights  of  my  native  bliss,  the  flickering  of 
and,  all  at  once,  the  cord  that  bound  me  to  this  life  f 
birth,  the  fetters  of  light,  were  rent  asunder.    The  spit 
of  this  earth  and  with  it  my  grief  vanished  into  sj 
My  heart's  longings  melted  into  a  new,  fathomless  world— 
thou,  O  Night,  with  thy  intoxicating  visions  and  <lr< 
of  heaven  embraced  me.     The  plot  on  which  I  stood  rose 
gently,  over  it  floated  my  newly-born,  released  spirit.    The  i 
grave  changed  into  a  cloud,  through  which  I  beheld  the 
sublimated  features  of  my  betrothed.     In  her  eyes  wei|  d 
eternity  —  I  seized  her  hands,  and  my  tears  became  a  spark- 
ling, inseparable  bond  of  union.     Ages  passed 
vanished  into  the  distance  like  the  dark  clouds  of  a  s: 
On  her  bosom  I  wept  tears  of  ecstatic  joy  for  the  ne\\ 
This  was  the  first  and  only  dream,  and  since  that  ti 
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feel  an  u  inlying,  imperiahable  faith  in  the  heavenly  realms 

-rht  and  in  its  light,  my  betroth- 

Previous  to  thin  vis  ion —dream  at  he  himeelf  calk  it — 
xistence  of  a  world  of  spirits,  a  heaven, 
world   where  departed  loving  soul*  have   t 
ng  place,  was  merely  a  metaphysical  conception  and 
was  borne  up  by  a  faith  that  had  not  seen.  • .  all 

.!    il.ts  mi  this  matter  forever  vanished. 

was  made  over  into  a  new  man,  who  fiad  teen  by  an 

ht  what  his  bare  tenses  could  never  have  revealed 

"  he  says  in  another  place  in  his  Hymns, 

addressing  Sophia,  "hast  revealed  night  a* 

i  hast  made  a  man  of  me."   From  this  moment 

-i  Novalis'  life  what  Beatrice,  whom  she 

•lesembles  in  several  ways,  was  in  Dante's  Laura  in 

;»ortant  as  this  vision  was — and  without  it  the  Hymns 

\\-nM  not  have  been  written — it  is  not  the  only  theme  of 

•eat   Months  and  years  passed  by.    We  do  not 

!y  know  Novalis'  method  of  composition,  nor  how  much 

inns  he  actually  wrote  at  any  particular  time. 

re  (1797-1800)  in  which  he  was  engaged 

original  and  central  idea  which  grew  oat  of 

grave  became  for  various  reasons  greatly 

salized.    Due  in  part  at  least  to  his 

•A  hat  in  the  beginning  was  purely  personal  became 

ourse   of  time   applicable   to   the   whole   world. 

«»  grew  into  a  love  in   which  the  whole  of 

•  1  a  share,  and  the  place  where  her  spirit  was 

the  abiding  place  of  i  ••*  spirit  of  the  whole 

Iness  of  her  person  and  the  sacredness 

••uvenly  home  grew  into  the  Christ  of  religion  and 

heaven  of  C  ty. 

new,  amplified  con.  ie  was  in  part  influ- 

.iurora  and  the  Three  Principle*  of  the  myitio, 
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Jacob  Bohme.  To  understand  the  origin  and  growth 
these  mystic  conceptions,  we  must  turn  for  the  moment 
to  Adam  and  the  <  natidii  of  the  world.  When  Adan 
in  the  garden  of  Paradise,  he  suffered  a  great,  im -parable 
less.  II.'  lost  his  Kve.  ;md  with  her.  s<>  Hohme  develops 
in  his  mystic  philosophy,  his  spiritual  life  To  be  sure 
.•mother  Kve  remained  with  him,  but  she  was  not  the  old, 
spiritual,  divinely  given  Eve,  but  the  simple,  plain,  earthy. 
human  Eve.  The  real  Eve  withdrew  and  veiled  h.-rsrlf 
and  remained  in  heaven.  Deprived  of  his  spiritual  life. 
Adam  went  out  into  the  world,  and  groped  about  like  a 
blind  man.  But  lie  had.  nevertheless,  a  mission,  and  man 
has  the  same  mission  even  to  this  day.  Man  must  find 
again  what  he  lost,  he  must  seek  to  break  through  the 
crust  of  his  earthy  life,  he  must  regain  his  former  spiritual 
life, — his  Eve.  How  to  regain  her  Bohme  revealed  in  his 
philosophy.  He  showed  to  man  the  way.  We  may  !• 
this  philosophy  of  Bohme  under  two  heads: 

1.  The  philosophy  of  Dissolution  (Zerbrechung). 

2.  The  philosophy  of  the  Divine  Maiden. 

Nova  1  is  became  Bohme 's  disciple.     To  be  sure  we  must 
not  forget  that  the  essence  of  Bohme 's  idea  of  Zerbre< -I- 
can  be  found  also,  though  in  different  form,  in  Plato  and 
the  Neoplatonists,  yet   it   is  Bohme  to  whom  Nova  1  is   t.  It 
particularly  drawn.     Novalis'  whole  poetic  mission    may 
be  said  to  be  an  effort  to  restore  to  man  his  spiritual  life 
which  he  lost  when  he  was  driven  from  Paradise.     1 1  is 
works  are  dream  pictures  of  this  lost  life,  and  indica 
of  ways  open  to  man  to  regain  his  former  heavenly  king- 
dom. 

And  was  there  not  a  remarkable  kinship  between  this 
philosophy  of  Bohme  and  Novalis1  personal  experiences 
with  Sophia,  his  betrothed?  Sophia  was  his  spiritual 
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Eve  who  had  come  to  him  from  the  height!  of  heaven  and 

1  welt  with  him  for  a  little  while.    Then  the  departed, 

.«•  saw  her  again  on  that  memorable  day  at  the  grave. 

listed,  she  lived    Tea,  there  waa  a  hereafter,  there 

was  a  spiritual  life,  there  waa  something  there  beyond  the 

stars  for  ov<  i  idual  man,  waiting  for  him,  longing 

with  open  arms, — man's  Eve,  his  spiritual  be- 

s  being  so,  there  wae  immortality,  a  Christian 

heaven,  a  Christ,  a  Heavenly    1  And  she  being 

in   that  home  of  Christian   faith,  she  became  in 

ilia*  eyes  the  symbol  of  that  borne,  deified,  a  Divine 

n,  the  Christian  Madonna  or  th     Christian  Christ, 

representative  symbol  of  the  Christian  religion  and 

ne  Love,  the  symbol  of  those  twin-flowers  of  roman- 

Briam  which  were  entwined  on  one  life-stalk. — religion  and 

There  waa  still  another  reason  why  Novalis  placed 

•frothed  so  high;  for  it  so  happened  that  in  Bohme 

ic  Maiden  had  the  same  name;  "Sophia"  he  called 

"Wetftoif;"  which,  however,  according  to  Bohme, 

does  not  mean  "wisdom"  hut  "direction,"  "guidance;" 

ay  that  leads  back  to  the  spiritual  realm  he  lost  when 

!'•  Maiden  that  directs  (weisen)   man  to 

i  from  Paradise. 

s  then  is  Novalis'  conception  of  the  Night  in  praise 
of  \vhi.-h  his  Hymns  were  sung.    In  the  day-time  our  senses 
Irign,  in  the  night-time  our  spirit.     The  night  becomes. 
.  a  symbol  standing  for  the  realm  of  the  s; 

where  the  Father  is,  where  Christ 
here  nil  the  loved  ones  are,  and  where  Sophia.  th«» 

es.    To  love  the  Night  is  to  love  the  spir 
m,  which,  though  for  a  time  joined  to  man's  body, 
•1  some  day  be  released,  and  will  pass  from  the  daylight 
rthly  existence  into  the  light  of  eternal  life.     Long- 
Novalis  stretched  out  his  arms  for  that  spiritual 
home. 

X'-.M 
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nunter  in  dcr  Erde  Sehon, 
Weg  aus  des  Lichtes  Beichen!  " 


•:.«:*  in  tin-  sixth  MIK!  last  Hymn,  the  most  truly  m; 
of  them  all,  ending  with  this  stanza  :  — 

'  '  Hinuntcr  zu  dcr  siissen  Braut, 
Zu  Jesus,  dem  Geliebten! 
Detrostl   die  Abenddammerung  graut 
Den  Liebenden,  Batriibten. 
Ein  Traum  bricht  unsre  Banden  los, 
Und  senkt  tins  in  des  Vaters,  Schoss." 

From  this  Hymn  we  are  led  by  a  slight  transition  to 
Novalis'  church  hymns  of  which  he  wrote  a  goodly  nui 
and  which  are  highly  esteemed  in  the  hymnology  of  the 
Protestant  and  well  as  the  Roman  Catholic  Church.  The 
great  mass  of  the  German  people  know  Novalis  only  as  a 
writer  of  these  spiritual  hymns. 


Ill 


Against  one  error  we  must  guard  ourselves  in  judging 
Novalis'  Hymns  to  the  Night.     Apparently  we  find  our- 
selves in  the  heavy  atmosphere  of  old-time  Catholic  mysti- 
cism, and  listen  to  the  ascetic  yearning  of  one  tired  of  life, 
:<>  the  morbid  strains  of  a  degenerate  body.     This  • 
so ;  such  a  view  would  give  us  a  warped  picture  of  the 
These  Hymns  are  mystic  in  the  ordinary  acceptati* 
term,  they  lead  us  too  far  away  from  the  worl 
indeed  the  whole  romanticism  of  the  School  does,  thr 
only  for  the  inner  life ;  but  they  are  not  the  song  utter 
of  one  to  whom  the  world  of  the  senses  was  a  satanic  i 
cry.    None  of  the  romanticists  belong  to  this  class.     The 
mysticism  of  the  romanticists  is  that  of  Plato  and 
not  that  of  the  Middle  Ages.    The  Middle  Ages  loved  to 
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represent  man's  .-  towards  the  spiritual  world  by 

itftire  of  a  soul  \Mth  t\\«»  eyes,  one  turning  towards 

•vard*  the  wnrl.i 

wished  to  see  int<>  rt«-rmt\.  th«-n  th«-  l-  r  rye  had  to 
-••I  t<*  tip-  \.  man  could  not  serve  two  masters. 

r  was  Novalis  any  excc-i  human  he  was 

MI  the  beginning  concern  ink'  th<    l-.f.-  of  physical 

••nee,  we  have  already  m*-n     Alth-.u-h  h.-  l-M.k.-.i  for- 

\ranl  to  tlu»  coming  «.f  th«-  < ,.  l.len  Age,  In-  h  courage 

B)j  alth.'i;  ..-<!  th.-  mus.-s.  }\,>  muM  lx>  S  busi- 

m'ssl  rujiiuiiL'  I'.tr.ill.  1  t.»  each 

otli.-r.  ••  can  observe  in  \  -vays.  We  fin*  1.  • 

hese  Hymns  to  the  A  appmpr  mate 

of  tin  -in  jmrpose  is  not  to  sn 

•     fnun    tin-    f!«-sh.    luit  iii-P-ly    t«»    i-inphasi/r    th«- 

a  one  as  against  ih--  ..i! 
1  as  against  the  empir  th>-  <laytimo 

is  iU  s\\  tin-  I)«M! 

eal  liff.  l>ut   \\li.-n  tin-  ni'/ht   ur.-ips  it,  ll'  ahull!  man.  peace 
rid  Iwyoiul  tin-  tuinklinir  of  the  stars  he 

In  th«' 
li  Hymn  In-  say^  ill  I  mnvi>  n 

ny  eyes  open  \\l  >n  may  neexl  m«' 

I    will    praise   t)  nn<l 

rii'iitly  th«-  laws  nu.i  •'  thy 

:un'     v,  MII   as   it    n 

me — se.-i  !i«-  !m»aninir  of  thy  forcen  and 

•••l'-stial  bodies  as 

•M Unas  space  f<>r  •  \-r     Thou       jwant 
up  th«- 

All 

•  are  wortls  of  praisi*  nff.'nMl  in  1  Day      Ar 

Uowi  a  .-'-?•! parison  v  Bnt 

tho  Dayl  cans-  »rget  the 

M8 
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memory  of  that  moss-covered  grave.    I  shall  remain 
faithful  in  my  heart  to  the  Night." 

"Teh  lebe  bd  Tage 
Voll  Olaubcn  and  Math 
Und  sterbe  die  Nachte 
In  heiliger  Glut.11 

'I  liis  recognition  of  the  rights  of  the  day  as  comp 
with  those  of  the  night  is  also  fully  borne  out  by  the 
poet's  private  life.    A  conflict  is  often  inevitable.     In  his 
Diary,  for  the  first  time  published  in  the  lleillmm  edition 
of  his  complete  works,  we  find  certain  curious  staten 
about  his  body  which  previous  editors  have  thought  \v«  11 
to  suppress.     Novalis  tells  us   in  several  places  that    ho 
experienced  *  *  Lusternheit. "       Since  these  passages  occul 
along  with  his  resolutions  to  follow  Sophia  into  the  oih.r 
world,  they  give  rise  to  interesting  conjectures.    Heilborn 
gives  a  pathological  explanation,  connecting  these  nt 
ances  by  analogy  with  similar  bodily  experiences  wl 
some  of  the  mediaeval  saints  who  practised  asceticism 
supposed  to  have  had.    There  appears  to  me  no  reason  for 
such   an   explanation.     Considering   the   two   aspects    in 
Novalis'  nature  it  seems  most  natural  that  a  man  of  his 
young  years  who  had  made  high  resolves  to  die  for  his 
love's  sake  should  have  to  pass   through  many  se; 
struggles.     If  ever  Novalis  found  himself  in  a  pos 
where  it  was  necessary  to  shut  one  of  the  eyes  of  his  soul 
it  was  at  that  time,  and  yet  his  whole  nature  was  so  cofl 
stituted  as  to  require  both  eyes  open.     The  remarks  in 
question  are  records  of  struggles  between  the  rights  of  the 
body  and  the  desires  of  the  mind.    A  careful  examination 
of  these  passages  will  also  show  that  he  by  no  meani 
deliberately     cultivated     this     "Lusternheit,"     as     s    >< 
mediaeval  ascetics  may  have  done,  but  struggled  to  free 
himself  from  it.     He  speaks  as  a  philosopher,  not  as  a 
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No  one  can  fail  to  perceive  in  reading  these 
passage*  that  a  certain  naiveness  of  tone,  coupled  with  a 
sophic  analysis,  prevails  throughout,  which  forces  us  lo 

iis  phase  of  Novalis*  character  a  human  ) 
pathological  explanation. 

•*  interpretation  gel*  furth.-r  support  from  his  whole 

life  during  the  composition  of  the  Hymns.    We  see  on  the 

one  side  profound  spiritual  faith,  and  on  the  other  side 

a  happy  contentment  with  the  conditions  of  this  world. 

In  December  of  that  same  year  in  which  he  had  laid  his 

dear  Sophia  in  the  grave  (March  17th,  '97),  he  went  to 

»urg  to  continue  his  studies  in  tin-  Mining  Academy 

of  that  place;  and  there  h«-  Ml  in  love  with,  and  soon 

thereafter  became  engaged  to,  another  woman.    In  <>nr  first 

moments  of  surprise,  we  might  perhaps  think  of  that 

"Lady  of  the  Window"  whom  Dante  met  after  the  death 

of  Beatrice,  that  "beautiful  and  most  noble  (laugh  t 

the  em  PIT.  r  .if  tin-  universe,"  —  namely.  Philosophy,  which 

i  comforted  also  Boethius  in  his  prison   (De  Consolation* 

Phtiowphia*)  ,  and  which  has  been  a  healing  balm  to  many 

a  wound  made  by  love.    But  no,  it  was  not  a  shadow  or 

!i.    luit    a    n-al    woman,   Julia   von    CharpentiiT.    the 

daughter  of  one  of  his  teachers,  a  beautiful,   cultured 

n  .m<l.  as  far  as  we  know,  much  superior  to  Sophia. 

Had  th.«  //'/miit  to  the  Night  been  composed  prior  to  the 

\\h.-n   h.«  first    Ml   in  love  with  Julia  this  new 
episode  would  stand  in  no  relation  to  th«-m.    But  we  have 
igest  evidence  that  ti  re  composed,  in  part 

art  after,  his  new  attachment,  between   the 
years  1797  and  1800.    We  also  know  that  he  loved  Julia 
and  thought  of  marrying  her,   and   probably 
would  have  married  her.  had  he  not  been  taken  seriously 
ill    \\ith    a    pulmonary    disease,  from  the  effects  of  v 

i     HOI       TUi   tfves  rise  to  strange 
combinations.    On  the  one  hand,  the  joy  of  the  lover  amid 
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tin  springtime  of  life,  on  the  other,  the  yearning  for  the 
•  »f  the  spirit;  on  the  one  hand,  the  new  love  for  the 
new  betrothed,  on  the  other,  praises  sung  in  sacred  memory 
of  the  old.  It  is  an  enigma  solved  only  by  the  extraordi- 
nary spiritual  composite  of  our  poet's  nature.  There  was 
a  blending  of  Day  and  Night,  and  yet  the  Night  was  the 
overwhelming  factor.  For  Sophia  had  taught  him  that 
Night  was  life.  "It  was  the  first  and  only  dream,  and  si  nee 
that  time  I  feel  an  undying,  imperishable  faith  in  the 
heaven  of  the  Night  and  in  her  Light — my  betrothed." 
Sophia,  the  Divine  Maiden,  came  before  Julia,  the  living, 
human  maiden.  He  could,  therefore,  well  sing,  while  Julia 
was  with  him: 

"Hinunter  zu   der  siissen  Braut. " 

Yet  again  he  loved  Julia  with  a  profound  love,  for  she 
was  to  him  the  symbol  of  the  Divine  Maiden,  his  true 
betrothed  in  heaven,  just  as  in  Heinrich  von  Ofterdiixx  />, 
as  we  shall  see  later,  Cyane  and  the  Oriental  maiden  were 
symbols  of  Mathilda,  the  spiritual  maiden,  who  had  left  tin- 
hero  in  the  same  way  as  Sophia  had  left  Novalis.    Dante,  it 
will  be  remembered,  also  married  shortly  after  Beatr 
death,  but  there  is  no  indication  that  he  looked  upon  this, 
his  new  love,  as  an  earthly  symbol  of  his  lost  spiritual 
love.    There  is  indeed  no  word  better  fitted  to  character  i/.e 
the  relation  in  which  these  two  antagonistic  wor! 
to  one  another  than  the  word  "symbol."    The  Day  w; 
Novalis  a  symbol  of  the  Night;  the  body,  of  the  spirit; 
earth,  of  heaven. 

As  his  sickness  progressed  he  became  at  times  v< -ry  ill. 
suffering  much  in  body  and  mind.  Philosophic  as  h- 
was,  an  analyst  of  soul  and  body,  he  began  to  reason  about 
the  nature  of  sickness,  giving  much  thought  to  the  subject. 
Here  was  a  great  opportunity  for  the  exercise  of  morbidity, 
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had  there  been  any  decided  leaning  in  that  -I  n.-ti-.n   ,n 

ilia,  an  opportunity  t«,  k'l..ry  in  the  life  of  the  ^ 

almost  reieaaed  aa  it  was  from  a  body  sick  and  weary. 

Sometime*,  to  be  aure,  he   mul-uhtedly  yielded  to 

temptation,  aa  waa  perfectly  natural     Hut,  in  general,  be 

maintained  until  tin-  shing  will  power 

to  c<>  fry  unsoundneas.    Of  thin  I  feel  convinced,  in 

•  •I'  ih"  manifest  difficulty,  as  in  all  such  eases,  of 

[determining  bow  far  his  reach  after  a  higher  life  stood 

<>ry,  and  how  far  it  resulted  merely  from  a 

n  body.     There  is  abundant  proof.     We  hear  him 

apeak  of  sickness  and  misfortunes  and  pain  and  suffering 

as  trials  and  temptations  which  Qod  put  upon  man :  many 

-s  have  said  the  same  thing, — there  is  nothing  in 

in  this.     Hut.  if  it  had  been  given  to  him,  if  m«l«-,-,|  it  were 

possible  for  man,  to  exterminate  sickness  from  th.    \\.-rl- 1. 

•uld  have  done  so.    He  was  one  of  the  first  Christian 

itists,  rath,  r  1*  t  me  say  mental  healers.    With  almost 

supernatural  powers  he  strove  to  fight  off  his  attacks  of 

sickness.    Generally  a  mental  uneasiness  (Aengstlichkeit) 

[preceded  them,  which  he  feared  greatly.    "Away  with 

uneasiness !    All  uneasiness  comes  from  Satan,  courage  and 

Qod.  ...    Be  a  man!    To  be  a  man  comes  from 

Qod.  .  .  .     Imagine   yourself  a  stranger  and  obliged  to 

console  yourself.    Would  you  not  then  say :  *  My  dear  sir, 

T  be  a  child !    This  uneasiness  will  pass  off  ...  have 

you  no  sense  of  pri-L-  in  your  heart!     Tou  ought  to  be 

ashamed  of  yourself,  grown  up  man  as  you  are. '  .  .  .    The 

healthy  man  is  always  quiet  even  under  the  most  trying 

instances.  .  .  .    Calmness  is  the  normal  conditi 

.    Any  melancholy  state  of  mind  is  an  illusion. 

I  won't  allow  myself  to  be  disturbed  any  more  in 

my  affairs.  I  will  wait  with  patience  for  better  days,  and 

1   Aengstlichkeit  and  sickly  weakness."    Are 

these  the  words  of  a  man  who  has  repudiated  the  flesh  and 
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is  waiting  for  its  final  dissolution  and  takes  joy  in  sick- 
ness! Novalis  clung  eagerly  t«>  lift-,  and  whmrvrr  ho  was 
I'lrss.-.l  \\itli  a  l.rtt'T  <lav  he  thank.-.l  <;,,<!  iVrvrnlly  1'nr  it. 
He  wanted  to  be  well,  for  there  was  a  great  deal  yet  I'm- 
him  to  do,  a  rich  life  to  be  lived,  a  wealth  of  poetry  to  be 
written.  "To-day  I  was  comfortable  and  in  <_rnn<l  spirits. 
I  have  done  good  work  and  worked  with  pleasure.  I  had 
enthusiasm  for  my  work,  and  was  filled  with  manly  deter- 
mination. Truly  heavenly  joy  for  mental  activity 
came  back  with  real  power. " 

These  Hymns  to  the  Night'  are,  therefore,  no  more  than 
what  the  romanticism  of  the  whole  School  was, — hymns 

«Cf.  Novalis'  works  (Heilborn),  Vol.  I,  pp.  292-297  (from  hie 
Diary). 

These  Hymns,  six  in  number,  were  first  published  in  the  Athenaeum 
of  the  year  1800.  They  are  almost  entirely  in  prose,  only  about  one- 
seventh  of  the  fourth  Hymn,  one-third  of  the  fifth,  and  the  entire 
sixth  Hymn  being  written  in  verse.  Nevertheless,  their  form  is  poetic 
throughout,  being  written  in  language  that  is  rythmic,  melodic,  and 
highly  poetic,  which  has  won  for  them  from  the  beginning  the  highest 
admiration  and  praise  from  public,  historians,  and  critics.  Interesting 
it  is  that  in  the  only  manuscript  in  existence,  for  the  first  ii un- 
published in  the  Heilborn  edition  of  Novalis'  works  (Berlin,  1901),  the 
whole  body  of  these  Hymns,  excepting  a  small  portion,  is  divided  off 
into  irregular,  rythmic  lines.  It  was  evidently  the  poet 's  intention  to 
write  these  Hymns  in  verse,  of  which  these  lines  are  an  earlier  draught. 
It  is  the  most  natural  thing  to  suppose  that  a  poet  would  write  out  his 
thoughts,  under  the  immediate  influence  of  the  poetic  mood,  in  just 
such  form.  But  later  on,  unwilling  to  undertake  a  revision  merely  for 
the  purpose  of  giving  to  his  composition,  poetic  in  itself,  regular  meter 
and  rhyme,  he  gave  up  the  division  into  lines,  and  wrote  his  material 
out  in  prose  sentences,  excepting  those  portions  that  he  had  already 
turned  into  meter  and  rhyme.  He  also  improved  the  text  in  many 
minor  details.  It  has  been  conjectured  that  Fried.  Schlegel,  the  editor 
of  the  Athenaeum,  to  whom  the  manuscript  was  sent,  undertook  these 
improvements,  but  there  is  no  external  evidence  to  support  this  con- 
jecture, and  the  internal  evidence  speaks  absolutely  against  it.  No 
other  hand  than  that  of  Novalis  could  have  added  the  poetic  fervor 
which  distinguishes  the  new  additions  (few  as  they  may  be)  to  the 

228 


NOVALIS  AND  HIS  HYMNS  TO  THE  NIGHT 

sung  in  praise  of  the  beauty  and  holiness  of  the  inner 

more  beautiful,  more  intense,  more  away  from  (he 
u-rM,  therefore,  more  mystic,  than  most  of  the 

r  product*  of  the  School    They  were  a  mighty  love 
gospel,  personal  ami  universal,  dealing  with  human  matters 

matters  divine,  and  hav<  n  the  solemn  ring  of 

i-hurch  bells,  of  wedding  joy  and  of  funeral,  of  Christmas 
ami  Kast.-rtide,  of  death  and  lif.-.    Ami  thus  th.-y  will  be 

inhered  by  the  spirit  of  salinity  that  lives  in  t 

be  intense  poetic  passion,  by  the  prof  aginative 

Conception,  by  the  ineffable  \\  »f  that  nightly  vision 

h  was  granted  to  him  as  a  reward  for  his  undying  lore. 


proeo  version.     WhstevW  minor  Alterations  Fried  Bchlsgsl  M  editor  of 

the  Athenaeum  may  hare  made,  tbi*  proM  rermton  appear*  to  me  to 

(bear  every  evidence  of  baring  received  the  final  pea  supervision  and 

t   is,  therefore,  to  be  mneb  regretted  tbat 

•he  editor  of  the  new  edition,  made  the  earlier  version  the 

iation  of  the  text  of  the  Hymns,  relegating  this  later  and  better 

prose  version  to  the  critical  addenda  of  hi*  ed 
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"LUCINDE" 


WE  are  told  that  Emerson,  with  a  keen  eye  for  the 
spiritual  merits  of  Walt  Whitman's  poetry,  took  it  upon 
himself  to  prevail  upon  the  younger  poet  to  strike  from 
his  Leaves  of  Grass  certaiii  indelicate  passages  in  the  pom  is 
knows  as  the  Children  of  Ad<un.  which  ever  since  have 
offended  the  moral  sense  of  a  large  part  of  the  American 
public.  His  remonstrances  were  in  vain.  Whitman  had 
broken  with  the  Puritanic  past,  and  had  returned  to  mon: 
elemental  standards  of  morality,  which  knew  no  traditional 
code.  He  refused  to  see  anything  but  innocence  and  purity 
in  his  poems,  feeling  convinced  that  he  had  spoken  of 
universal  truths,  of  sacred  laws  of  nature  abiding  in  the 
soul  of  every  healthy  man  and  woman.  He  felt  that  he  had 
discharged  a  specific  ethical  mission  dictated  by  the 
of  his  conscience.  With  this  he  rested  content  leaving  all 
consequences  to  the  world  and  the  future. 

Friedrich  Schlegel's  Lucinde  occupies  the  place  of  the 
Children  of  Adam  among  the  revolutionary  Leaves  of 
Grass  of  the  German  Romantic  School.  When  the  work 
appeared  (Berlin,  1799)  society,  by  no  means  a  model 
in  matters  of  morals,  was  shocked.  No  such  work,  drag- 
ging into  the  light  of  day  the  most  sacred  matters  of  sex, 
love,  woman,  and  marriage,  which  are  usually  hidden  or 
are  spoken  of  only  in  an  undertone  in  rare  sacred  moments, 
had  been  given  to  the  public  since  Heinse's  Awl '*  ,,<i>»ll<> 
(1787).  It  was  a  book  full  of  scandals,  in  which 
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discerned,   the  hero,    .lulmn,   and   the   heroine, 
ide,  were  no  others  than  Fried.  Sehlegel  himeelf  and 

•  hea.    The  latter  was  the  daughter  of  Moaei  Mendels- 
who  had  recently  been  divorced  from  the  banker 

he  take  of  her  new  lover.   On  the  face  «>t  it  this  daring 

-ore  waa  a  disgrace  to  the  decency  of  society  and  called 

reprobation  on  all  sides.    And  the  worst  of  it  was 

Sehlegel 'B  own  circle  <>  U  was  against  him. 

ier  Hiilsen  i,  k  nor  Novalis  nor  Camlm-    n-.r 

Sehrlling  nor  even  his  own  brother,  Aug. 

•Oh.  Schlegel,  shared  his  views.1 

til--  fact  that  the  book,  from  the  start,  met 

•fth  so  much  disfavor,  it  maintained  for  itself  a  notable 

•  rary  1  t  be  passed  over 

nee.    With  singular  tenacity  it  forced  itself  upon  the 

nan's  notice4,  so  that  Haym,  the  leading  historian  of 

was  induced  to  devote  to  this  one 

re  space  than  to  any  other  individual   w..rk  of 

'iimntir  writers.     How  is  this  to  be  explained?     It 

was  imt  on  account  of  ury  excellencies,  for  it  is  one 

of  the  most  eccentric  of  all   mr  -roductij,  written 

conscious  disregard  of  established  forms.    Its  merits 

rest  on   pun  ids.     Though  disdainful  of 

•ial  in.  «r  e  book  was  not  a  chronigue  jcow- 

•  • .  t!i.-  IT-.  !';<•;  <>f  a  mind  morally  depraved.    It  was 
pitten  by  a  young  man  in  th.-  full  \  i^or  of  bodily  health. 

d,  wrote  for  a  distinct  moral 

s<>  \\ith  th.-  mnvirtinn  of  discharging  an  important 
p.  -:  •       ';  iiuiinir  through  the  book  is  a  -.»am 

.nd  significance;  it  fuses  with  th.    ;.h; 
an-!  sexual,  and  gives  to  the  whole  book  its  true,  grnui"<» 
'h.'iit    whirh    Lmimlf   would   never   have 
•rical  consideration.     This  deeper  meaning 
States'  trot  ick  erUbU,  VoL  IV,  p.  319;  atoo  Waits,  CiroMat, 
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not  altogether  lost  to  the  age.  Some  minds  percn  \.-tl  it. 
One  voice  in  particular  was  heard,  a  most  important  one,  It 
came  from  a  quarter  from  which  it  was  least  expect,  i.  i'mm 
rgyman  at  the  Charite*  in  Berlin,  a  nc.tr. I  thrulngiaii,  a 
moralist,  the  author  of  the  famous  Rcden  iiber  die  Reli<ji»n, 
a  new  prophet  in  matters  of  religious  thought, — it 
Schleiermacher.  In  his  Vertraute  Brief e  iiber  Fried/ •«  k 
Schlegel's  Lucinde  (June,  1800) /  he  undertook  at  great 
length  and  with  all  the  powers  of  his  polemic  strength  to 
defend  and  justify  the  book.  It  was  more  than  a  <i< 
more  than  a  justification, — it  was  an  unstinted  eulogy  of 
the  beauty  and  greatness  of  the  work.  When  we  first  turn 
to  these  Letters  of  Schleiermacher,  fresh  from  the  hostile 
attacks  made  upon  the  book  by  the  critics  of  the  da^ 
marvel  at  this  unexpected  turn.  We  are  somewhat  pleased 
to  find  it;  for,  although  a  large  share  of  that  tumult u«»us 
antagonism  was  quite  just,  we  feel  that  the  true  ethical 
problems  of  the  Lucinde  were  here  for  the  first  time  rijrht  ly 
apprehended.  Yet  we  cannot  altogether  endorse  Sclii 
macher's  eulogy.  The  scales  of  justice  are  not  evnly 
balanced  enough.  Schleiermacher  was  Fried.  8<  lil«  L:  1's 
friend;  genuine  affection  for  him,  his  anger  at  the  philist  ine 
narrowness  of  pubb'c  opinion,  his  wish  to  see  the  in.juml 
reputation  of  his  friend  reinstated,  his  own  ethical  con- 
victions, the  fact  that  he  was,  in  these  very  letters,  sinking 
a  song  of  personal  experience, — all  this  contributed  to  make 
the  scales  tip  too  much  one  way.'  We  read  :— 

"Lucinde  is  a  serious,  worthy,  virtuous  book." 

*Cf .  also  Schleiermacher 's  review  of  Lucinde  of  July,  1800,  reprinted 
in  Aus  Schleiermacher' s  Leben  in  Brief  en,  Vol.  IV,  pp.  537ff. 

There  was  a  time  when   Schleiermacher  entertained  the  idea  ofj 
writing  a  novel,  in  which  he  could  set  forth  his  notions  of  love. 
riage,  and  friendship,  founded  on  his  own  experience  as  it  had  come 
to  him  in  his  relation  with  Elenora  Grunow.    Cf.  Aus  Schleiermacher '$ 
Leben  in  Brief  en,  VoL  I,  p.  241. 
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"Let  me  adore  this  divine  book,  and  invest  the  poet 
e  garments  of  a  priest  of  Love  an  m." 

.try ilnn^  i*  human  yet  divine  in  this  work,  a  magic 

i'th  and  pervades  the  whole  temple." 

ugh  the  power  of  love  this  book  has  been  made 
ut  also  religious  and  moral." 

Ehere  are  passages  in  the  Lucinde  that  mvu«-  u.i  . 

to  bestow  just  such  a  praise,  others  that  impel  u* 
y  to  \\itlulrau  .  page  opens  with  the  imr- 

Etd  boudoir  of  a  griaette,  another  sings  sweetest  songs 
the  purest,  moat  ethereal  love,  comparable  only   to 
Its1  Uymn*  to  the  Mgkt.     Where  shall  we  find  the 
:•»  this  strange  book?    Truly,  it  is  in  Schlegel's  own 
Elds  a  work  of  '  *  \V illkiir  and  Liebt, ' '  of  Schlegelian  irony 
•d  love,  as  these  words  may  be  translated.    An  injudi 
use  of  irony  has  worked  havoc  in  this  book,  aesthetically 
and  ethically.    In  accordance  with  this  doctrine  of  li 
desiring  to  maintain  above  all  things  autocratic  supremacy 
•vr  his  own  feelings,  he  was  induced  to  suppress,  by  violent 
•all,  the  serious  motive  of  his  book.     Thus  what  waa 
meant  to  be  serious  bears  at  times  the  marks  of  pla 
•e.    Discordant  notes  run  through  the  work,  \\ 
cannot  often  be  resolved   into  harmony;  yet  its   chief 
purpose  is,  nevertheless,  moral  and  reformatory.     It  is,  in 
part,  rsotrnc  and  metaphysical,  it  centers  in  the  concep- 
Ki  of  a  pure  humanity,  in  which  masculinity  and  f 
ninity  unite  in  harmonious  reconciliation ;  in  the  belief  that 
man  must  take  on  some  of  the  characteristics  of  woman- 
hood, and  woman  some  of  the  characteristics  of  manhood, 
worthy  of  such  a  humanity;  the  belief  that  if  two 
such  souls  meet  they  are  by  nature  bound  to  one  another 

m  hi*  Ftrfnmt*  Britf*. 
•From  to* 
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and  to  eternity,  whether  linked  by  legal  bonds  of  matri-| 
mony  or  not;  the  belief  that  in  this  union  spiritual  love 
joins  itself  to  physical  love  and  the  two  become  inseparably 
knit,  one  with  the  other.    Body  with  body,  soul  with 
They  are  one,  they  belong  together,  they  were  made  to  In- 
together  from  the  beginning  of  the  world;  and  when  sepJ 
arated  by  the  inevitable  duality  of  the  two  sexes,  they  long 
to  come  together  with  a  fire  of  yearning  which  can  never  he 
quenched,  until  in  the  ecstatic  embrace  man  and  woman 
blend  in  the  oneness  of  one,  inseparable,  divine  humanity. 

II 

The  Lucinde  documents  the  romantic  claims  to  independ- 
ence in  matters  of  morals.  On  the  physiological  side,  it 
links  itself  with  the  Storm  and  Stress  Rousseauism  of  men 
like  Klinger,  Lenz,  or  Heinse.  With  these  men  the  hn.ly 
had  somewhat  the  upper  hand  of  the  mind,  rarely  \\«  re 
they  dominated  by  a  purely  spiritual  passion.  They  cele- 
brated the  pleasures  of  the  flesh  under  the  misconception 
that  they  were  thereby  returning  to  pure  fountain 
nature.  Sometimes  these  men  make  us  believe  that  they 
had  noble  motives  of  reforming  the  world,  and  that  they 
could  carry  out  their  plan  best  by  exposing  the  world's 
evils  in  the  most  glaringly  naturalistic  manner,  ^t  t 
these  motives  are  perfectly  honest;  they  are,  however,  as 
much  of  a  self  deception  as  the  radical  measures  of  the 
temperance  man  who  decides  to  get  thoroughly  drunk,  in 
order  by  this  repellent  sight  to  arouse  the  world's  indigna-t 
tion  against  alcoholism.  Often,  however,  these  motive 
only  an  assumed  cloak  behind  which  the  sensual  in  man 
revels  in  the  lusts  of  the  flesh,  trampling  upon  the  sacred 
bonds  of  marriage  and  clamoring  for  institutions  of  bigamy 
and  free  love  communities,  where  it  could  live  and  enjoy  its 
freedom  as  herbs  and  trees  and  animals  are  wont  to  do. 
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•h  such  untx'imded  moral  freedom  we  can  haw  no 
I  the  Romantic  School,  aa  a  whole,  we 
ays  remember,  sympathize  with  it     However,  aa 
hat  older  literary  movement,  aome  of  the  echoes 
>  loose  ethics  were  caught  by  them,  and  found  ez- 

iii  a  few  writing!,— in  Tieck'a  William  Level 
lembald,  and  especial!.,    m  Schlegel's  Lucinde.    The 
m  dcr  Jf<iriji/i<-/iAreif  was  written  to  show 

»so  many  other  youths  of  his  time,  had  to 
his  years  of  immoral  apprentices)!  igh  softened 

in  part,  merging  into  the  philosophy  of  the  whole 
it  is  the  Storm  and  Stress  chapter  of  the  Lucindc. 
mil  pnxs  omment,  regretting  neverthe- 

|)es8,  thut  .In  In  is  in  h:x  l.it-T  years  when  he  found  Lucinde, 

;ful  frivolities.    It  is  one 

of  the  paradoxes  of  the  book.    It  is  its  irony.    When  the 
had  been  lived  it  lay  behiinl  him,  and  was  no 
a  part  of  his  living  ping  spirit.     With  irony 

Klhlegel  looked  down  Mp-.n  this  ..M.-r  part  of  his  life,  as 
looks  upon  a  body  during  post-mortem  exam- 
The  old  life  had  been  lived,  the  new  life  waa 
going  on. 

1,'L'rl    was    int.-rrstpd    in   matters  of  sex,   love,  and 

•>d   from  his  early  yean,  as  his  letters  to  his 

August  Wilhelm  and  other  writings  prove  to  ua. 

rig  his  univ.-rsity  years  in  Leipzig   (1701 

int. -rest  waa  Ian:  i  low  plane;  but   from  the  year 

|  1704.   intlii.  need  by  his  studies  in  Greek  literature  and 

H0oeopri  philosophic  s  of  his  own 

it   became   .lr.-p.-r  an«l   mon»  spiritual,   until   h.-   Mt 

to   diacharge   the   duties   of   an    ethiml 

lie  became  convinced,  as  time  went  on.  thst 

v  in  \v)i  ved  waa  positively  in  error  as  to 

h  the  woman  waa  to  occupy  in  the  world. 

He  became  convinced  that  she  had  been   for  centuries 

MB 
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deprived  of  her  natural  right  to  stand  by  the  side  of  mat 
as  his  equal,  and  needed  to  be  emancipated.  His  earl) 
essays  On  the  Female  Characters  in  the  Greek  Poets  (179fl 
and  On  Diotima  (1795)  are  \\\^  iiM  utterances  on  the  nelt 
position  he  was  to  occupy.  These  are  followed  by  important 
lit;,  ranees  in  his  Epigrams,  in  his  essays  On  Philosopm 
(1798),  especially  dedicated  to  Dorothea,  and,  finally,  fl 
the  7 

Woman's  nature  is  not  inferior  to  that  of  man,  noi 
different  in  kind,  as  Schiller  had  represented  in  1 
mul  \Viirde,  but  is  like  unto  man.  This  is  Fried.  Sdil.  ireFf 
position.  If  there  was  any  difference,  it  was  one  of  degrfl 
merely,  as  Plato  had  pointed  out.  Therefore  woman  should 
enjoy  greater  spiritual  independence,  she  should  be  allowed 
to  work  out  her  own  salvation  as  a  distinct,  independdH 
personality.  She  should  not  be  looked  upon  as  bearer  and 
caretaker  of  children,  but  should  be  her  husband's  friend 
She  should  have  political  rights.  She  should  develop  hei 
intellectual  gifts,  and  satisfy  her  instincts  for  ) 
philosophy,  or  the  sciences;  in  brief,  she  should  so  cultivate 
her  powers  as  to  be  the  equal  of  man,  aesthetically 
ethically,  intellectually,  spiritually.  This  is  SchlegeB 
new  moral  programme. 

All  this  has  to  us  a  not  unfamiliar  sound.  The  inoden 
woman  will  be  glad  to  welcome  in  Friedrich  SdileLrel  t 
forerunner  of  the  woman's  rights  movement  with  ii- 
paganda  for  womanhood's  deliverance  from  the  slav< 
past  centuries.  But  all  this  is  only  the  social  and  p»litira 
phase  of  Friedrich  Schlegel's  new  programme.  Tli^  whol« 
philosophy  on  the  subject  is  much  more  profound  and  ir 
parts  quite  esoteric,  and  leads  us  into  channels  when  noi 
many  modern  women  would,  perhaps,  be  willing  to  follow 
right  of  the  woman  to  stand  by  the  side  of  man  ai 
his  equal  is  claimed  on  the  theory  that  man  and  woman  an 
equal  parts  of  one  abstract  humanity  which  existed  ii 
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God's  mind  before  creation,  and  will  come  again  in  the 

i  part  on  earth  through  man's  gradual  perfect*- 

mill,  ultinu  another  spiritual  world.    We  can 

ss  it  best  in  Schleiermacher's  own  words  on  which  his 

>ce  of  Schlegel's  Lucinde  is  based:— 

1         I  believe  in  a  divine  humanity,  which  was  before 
it  assumed  the  form  of  man  and  woman. 

'I  believe  that  I  do  not  live  to  follow  the  will  of 
•T,  nor  for  mere  pleasure,  but  in  order  to  be  and  to 

.become:  HMC!  I  believe  that,  thmuirh  the  powers  of  my  own 
my  perfectability.  I  shall  again  come  near  to  the 
in!!!i!'.-.  shall  five  myself  from  the  bonds  of  imperfection, 
income  freed  from  the  limitations  of  sex." 

most  of  us,  I  am  sure  will  be  satisfied  with  such  a  creed. 
Assuredly  it  does  not  contain  anything  objectionable  from 
ral  standpoint,  breathing  throughout,  purity,  holiness, 
ighteousneas.    It  would  seem,  therefore,  as 
it  all  th<-  morally  offensive  things  in  matters  of  sex  are  per- 
manently gotten  rid  of,  man  and  woman  being,  from  now 
roe  and  unhampered  to  develop  along  spiritual  lines. 
d,  these  words  of  Schleiermacher  have,  as  we  shall 
I  very  high  meaning.    Yet  it  is  plain  were  this  the 
:  iedrich  Schlegel's  moral  creed,  it  would  be 
ilt  t«>  find  in  these  words  an  apology  for  the  loosely 
ral  atmosphere  of  the  Lucindt. 

True  there  was  in  God's  mind  a  humanity  without  sex, 

so  runs  the  other  half  of  this  creed,  and  there  will  be,  we 

e  again  a  sexless  humanity;  but  when  humanity 

was  born  it  came  into  the  world  in  the  body  of  man  and 

woman,  and  \v  hil--  humanity  lives  on  this  earth,  it  will  and 

ve  this  double  body.    Whatever  may  be,  then 

1  endeavors  of  man,  only  by  means  of  his 
body  can  they  be  carried  out.    Only  by  the  means 
he  body,  by  the  bodily  union  of  man  and  woman,  can 
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the  race,  and  with  it  tin-  perfectability  of  humanity,  go  oil 
God  created  the  body  of  man  and  woman  as  He  created  the 
whole  visible  nature  which  lies  in  all  its  beauty  1> 
It  must  therefore  be  holy  just  as  much  as  man's  spiritual 
part  is  holy,  for  it  is  the  dwelling  place  of  the  di 
therefore  divine  itself.     In  Walt  Whitman's  words: 

"And  if  the  body  does  not  do  fully  aa  much  aa  the  soul! 
And  if  the  body  were  not  the  soul,  what  is  the  soul?" 

Therefore  all  sex  relations  are  clean  and  sacred,  and  when 
the  two  bodies  of  man  and  woman  meet,  when  the  two 
separated  halves  join,  we  have  in  this  marvelous  union  a 
symbol  of,  and  return  to,  the  divine  human  oneness  which 
was  and  will  ever  be. 

"When  two  love  each  other  as  much  as  we  do,''  Julius 
declares  to  Lucinde,  "human  nature  returns  again  to  its 
original  divinity.  Sensuous  passion  becomes  again  in  the 
moment  of  the  lovers'  secret  embrace  what  it  is  every  win-  re 
in  God's  world — nature's  most  sacred  wonder:  an«l  what 
to  others  is  a  thing  which  they  need  rightly  to  be  ashamed 
of,  becomes  again  for  us  what  it  is  in  very  truth,  the  pure 
fire  of  life's  most  noble  power. " 

"I  see  in  it  an  allegory  strange,  mysterious,  and  full  of 
meaning,  having  for  its  significance  the  male  and   t 
in  man  unfolding  into  one  complete  humanity." 

All  at  once  we  find  ourselves  again  on  the  phy 
side  of  sex.     Yet  we  cannot,  strictly  speaking,  raise  any 
objections  to  it,  at  least   not   in  theory.     The  vi<       h< TO 
represented  is  the  view  of  our  own  time  as  apainst  that  of 
Hi.-  Middle  Ages.    Only  we  don't  talk  about  thcs<-  matters. 
The   position   taken   shows    in    truth    how    infinitely 
removed  the  romanticists  were  from  the  morbid  asceticism 
of  mediaeval  Weltanschauung.     Then  body  and  soul 

Hjf.  Lucinde  (Universalbibliothek)  p.  11. 
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separated,  only  the  s.  Ood,  the  body  to  bell 

us,  the  healthy,  robust,  sane  instinct*  of  the 

are  as  divine  ai  those  of  the  spirit. 

verthelev  lieory  is  fraught  with  baneful  conse- 

10  many,  but  for  the  rare  few,— 

lie  wisest,  purest,  cleanest,  and  holiest;  and  these  never 

for  the  good  of  the  many.    The  evil  eon- 

.-noes  are   proved   by   Fri.-.lri.-h   Scale-gel's   Lucindc 

h  Schlegel  having:  just  emerged  from  the 

an  naturalism  of  the  Storm  and  Stress  was  himself 

et  sufficiently  strong  to  keep  his  theory  entirely  pure. 

vaa  unsteady,  being  drawn,  half  by  the  vehemence  of 

propaganda,  half  by  his  own  human  weakness,  over 

us.  invisihl,-  line  of  righteousness  in  morals 

ral  of  us  draw  with  nncompromis- 

Man  in  his  best  moments  will  never  dwell  very  long 
on  th««  v  -harm  of  his  body,  which  must  ever  seem 

1  vessel  of  a  spirit  that  is  imm 

Odea  of  praise  written  in  honor  of  this  body  ephemeral  will 

s  appear  t<>  him  incongruous.    It  is  for  this  reason 

ports  liko  Walt  Whitman  and  Swinburne  had  to  suffer 

popular  neglect;  especially  Swinburne,  whose  whole 

•al  output  was  st.-rnly  pushed  asi  nion, 

t)eeause  of  some  rash  publications  in  his  youthful  days 

"ems   of   fleshly    passion.     And   likewise   I 

&el  was  never  wholly  abl.-  t.«  free  him.*-  th«> 

^approbation  which  since  the  appearance  of  the 

'><b  had  linked  itself  with  his  name. 

HI 

most  revolutionary  outgrowth  of  this  philosophy 

is  the  slight   it   iriv.s  to  the  legal  matrimonial  contract 

Sehlegel  and  Dorothea  were  not 
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n  the  legal  sense.1    We  rebel  against  this,  and  it  s 
to  us  that  man  and  woman  not  legally  married  are  not 
I'lititlril  t.»  l>e  ealled  in  truth  husband  and  wife.    For 

i  wt»  have  accustomed  ourselves  to  such  a  legal  bond; 
society's  order,  so  it  seems  to  us,  depends  upon   it.   the 

,re  and  status  of  the  young  generation,  moral  stability 
family  lifV  with  its  history  and  pedigree,  its  j»i 
hearths  and  homes,  and  its  future  successful  development. 
We  rebel,  and  we  feel  instinctively  that  a  society  in  which 
matrimony  is  not  secured  by  legal  bonds  will  lead  inevitably 
to  disintegration. 

Nevertheless,  it  needs  no  very  profound  thinking  to 
perceive  that  matrimony  in  its  highest  sense  is  not  the  «>ut- 
come  of  any  regulated  matrimonial  law,  but  exists  prior  to 
it,  and  has  its  life,  growth,  and  welfare  in  a  bond  not  legal 
but  moral  and  spiritual.  Matrimony 's  life  of  love  surely 
cannot  have  its  origin  in  the  words  of  the  ceremony  ui 
by  priest  or  magistrate,  or  in  the  written  certificate  after- 
wards borne  home  by  the  couple,  but  in  an  invisible  bond 
spoken  in  words  of  love  and  imprinted  with  golden  letters 
upon  the  lovers'  hearts.  The  origin  of  love  in  matrimony 
can  assuredly  not  be  sought  in  any  idea  of  material  gain 
coming  from  wealth,  station,  title,  or  other  economic  ad- 
vantages. The  kernel  of  matrimony,  its  life-givin<_r  and 
life-saving  element,  is  absolutely  independent  of  any  law 
society  may  think  well  to  institute.  Such  a  law  is  only  the 
outer  matrimonial  shell. 

Fried.  Schlegel's  ethical  philosophy  is  a  phil- 
love.    Schlep!  rises  in  arms  against  a  matrimonial  relation- 
ship which  has  not  this  love  for  its  spiritual  kernel.     Tn 
taking  this  attitude  he  proves  himself  a  true  romair 

'Schlegel  and  Dorothea  lived  without  the  legal  bond  of  marriage 
from   1798  to  1802.     It    will   ho  remembered  that  Shelley  nl 
English   romanticist.   livc<1   with   Mary  Godwin  from  July,   1814,  to 
December,  1810,  without  marriage  rites. 
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he  romanticist,  in  his  bait  moments,  is  the  champion 
spirit,  a  defender  of  the  life-giving  force  a*  against 
dead  externality,  meaningless  conventionality,  and  mere 
•how.  In  this  wise  he  reasons:  If  a  man  have  * 
bun  th'  \  i  vi  Tying  seed  of  a  perfected  humanity;  if  he  have 
\Mthm  him  the  noble  qualities  of  right  manhood  and 
womanhood;  an<l  if  this  man  meet  a  woman  in 

eharartrr     j».-rf.-.-t,  ,1     humanity     is     lik.  -\MS.-     r«  j-r- 

sen  ted  and  love  spring  up;  —  then  these  two  are,  by  the 
law  of  nature,  united  to  one  another  from  now  on  onto 

can  no  longer  say  my  love  or  thy  love  ;  they  are  both 

and  absolutely  one:  each  gives  as  much  love  at  he 

receives  in  return.     It  is  matrimony,  eternal  oneness  and 

spirits,  not  only  for  what  we  call  this  world 

or  tin-   world  yonder,  but  for  the  one  true.   indivi- 
nameless  infinite  world,  for  our  entire  eternal  being  and 

Why.  then,  should  we  degrade  this  union,  which  Provi- 
dence effected  and  sealed  with  the  bonds  of  eternity,  —  so 

reasons    SehlriM.      t>y    a     pharisai.-al.     l.-u'al     l»"i,d  "       Why 

1  we  raise  such  a  meaningless  bond  to  the  dignity  of 

a  I'ln-linir  sanrtiMii  \\hi--h  has  in  truth  no  moral  validity 

imony  should  rest  upon  morality  not  legality 

hecanse  for  centuries  the  tables  had  been  turned. 

because  legal  sanction,   that  is,  the  mere  outer  shell  of 

unony,  had  been  accepted  in  thr  place  of  the  tni<-  inner 

matrimonial  krrn<  ].  th<    moral  relation  between  man  and 

m  suffer  alse  and   unnatural   marriages  were 

••d  into  based  upon  :  H  "f  utility  and  material 

happiness  followed,  the  matrimonial  bond  was 

1.1  by  custom  rather  than  by  love,  and  immorality 

'-•••I   in  its  wake.     Matrimony  and  Divorce  followed 

at  each  other's  heels  like  Ormnsd  and  Ahriman.    To 


•Cf  .   L***d4.  p.  9. 
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bat  these  evil  conditions,  present  in  the  society  of  his  day, 
to    purify    its    morals,    to    spiritualize    matrimony, 
Schlegel's  main  aim.    Therefore  he  refused  to  be  legally 
married. 

Grievous  would  be  the  mistake  to  think,  a  charge  somel 
times  preferred  against  Schlegel,  that  he  was  oppose*  1  to 
monogamic  marriage.    The  opposite  is  true.    Just  be< 
it  seemed  to  him  immoral  and  unnatural  to  live  in  ! 
marriage   with   one   woman   and   in   love   marriage    with 
another,  he  objected  to  the  legal  bond.     His  philosophy 
dictated  in  positive  terms  a  single  marriage  with  only  one 
woman.    Schlegel  and  Dorothea  remained  faithful  to  one 
another  until  death.     This  marriage  included  everything 
generally  accepted  as  belonging  to  married  life.     It  pre- 
supposed a  home  and  household,  an  ever-increasing  l«>\v. 
mutual  helpfulness  and  sympathy,  and  the  joys  of  fat  In T- 
hood  and  motherhood.    Julius  and  Lucinde's  home  was  a 
small  estate  in  the  country  removed  from  the  ills  of  city 
life.    There  they  felt  happy.    "Heretofore  I  lived/' 
Julius,  "upon  the  earth  without  a  dwelling  place.     Now 
the  sanctity  of  marriage  has  given  me  the  right  of  citi/» -n- 
ship  in  nature's  domain."     And  when  Julius  learns  that 
Lucinde  has  become  a  mother  he  calls  out  joyously:  "Fare- 
well longing  and  lamentation,  the  world  has  become  b.-au- 
tiful  again,  I  love  the  earth  once  more.  .  .  .     Heret 
only  love  and  passion  united  us.    Now  nature  has  linked 
us  with  intimate,  inseparable  bonds.     Nature  alone  is  the 
true  priestess  of  joy;  she  alone  understands  how  to  knit 
the  marriage  bond.     Not  by  meaningless  words  without 
blessing,  but  by  fresh  blossoms  and  living  fruit  from  the 
abundance  of  her  power.     Time  with  its  endless  rot 
of  new  forms  weaves  the  wreaths  of  eternity,  and  holy  is 
the  man  who  has  the  good  fortune  to  be  healthy  and  to  bear 
fruit.     We  are  not  sexless  blossoms  among  living  li- 
the gods  do  not  mean  to  exclude  us  from  the  great  evolu- 
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tionary  process  of  the  creative  world.     Let  us,  therefore, 
earn  our  placet  in  this  beautiful  world,  let  us  bear  ira 
.  and  let  UB  take  our  places  in  the  family 
•Vale  of  human  r 

IV 

•\ever  one  may  tee  fit  to  dispose  the  lights  and  shadows 
MIS  book,  what  remains,  after  all  deductions,  is  the 
gospel  of  love,  a  threefold  love,— a  sexual  lore  of  which 
y  is  net  prone  to  speak,  a  love  of  friendship  between 
ind  and  wife,  and  a  love  which  continues  beyond  the 
grave.    This  book  would  not  be  understood,  its  right  place 
i*  given  it,  were  we,  nettled  by  the  free  treatment  of 
.  e,  to  overlook  the  significance  of  the  higher. 
Romanticism  raised  the  position  of  the  woman  by  giving 
her  the  place  of  a  "friend"  by  the  side  of  man  and  by 
making  spensable   to   him.     Romantic   love  was 

use  and  profound,  and  united  the  two  lovers  with 
stronger  spiritual  cords  than  the  more  formal,  more  tradi- 
tional frame  of  man's  mind  had  created  in  the  past  This 
was  a  perfectly  natural  outcome  of  the  romantic  spirit 

nergies  were  devoted  to  keeping  alive  and  fanning 

new  flames  the  spark  of  man's  inner  life.    Roman ti- 

was  a  love  gospel.    Wherever  in  the  past  love  shone 

t  \vith  its  own  fire,  and  was  truly  inward,  there  the 

t  of  romanticism  was  at  work.    To  such  an  extent  have 

we  accustomed  ourselves  to  connect  love  with  romanticism, 

the   word   "romantic"   acquired   long   ago,   among 

many   meanings,    one   directly    associated   with    love 

and  lovers.     Julius  and   Lucinde  must  speak  freely  to 

us.  if  we  wish  to  understand  what  love  they  felt  for  one 

another. 

"Tea!  that  there  can  be  such  a  joy  and  such  a  love  as 
•Of.   Inrtad*,  p.  70,  ff. 
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I  feel  for  you,  I  should  have  thought  possible  only  in  a 
fairy  tale, — a  woman  such  as  you  are  who  is  to  me  my 
dearest  sweetheart  and,  also,  my  best  companion  and  un- 
friend in  the  fullest  sense  of  the  word.  For  in  friendship 
chiefly  I  sought  all  that  my  nature  needs,  expecting  not  t<> 
liml  it  in  any  woman.  In  you  I  have  found  all  ami  more 
than  I  ever  hoped  for.  But  you  are  not  indeed  like  the 
•  •tli'-rs.  What  custom  and  stubborn  tradition  call  womanly, 
of  that  you  know  nought.  Your  womanliness,  some  trifling 
peculiarities  aside,  lies  in  this,  that  it  looks  upon  life  and 
love  as  of  equal  value;  you  feel  everything  entirely  and 
deeply.  .  .  .  Everything  belongs  to  you,  and  we  are  *' 
the  nearest  to  one  another  and  understand  each  other 
best."1  "I  can  no  longer  say  my  love  and  thy  love,  both! 
are  alike  and  in  every  way  one,  each  gives  as  much  love  ;; 
receives  in  return. " 

This  is  the  practical  side  of  their  love.  It  is  of  J 
the  highest,  for  we  cannot  hope  for  any  higher  union 
between  man  and  woman  than  the  one  founded  on  the 
principle  of  friendship.  Any  other  sort  of  passion,  in  fat  na- 
tion, or  rapture  which  poets  like  to  dream  of  in  picturing 
to  us  the  symptoms  which  Cupid's  arrows  work  on  the 
heart  of  man,  must  yield  its  place  to  that  sublimely  prae- 
tical  love  which  expresses  itself  in  friendship:  only  this 
is  lasting,  satisfying,  while  the  others  fade  with  beauty  and 
youth  and  the  trials  of  this  world. 

Yet  Julius  and  Lucinde's  love  was  not  merely  for  this 
world,  but  for  all  eternity. 

"It  is  matrimony,  eternal  oneness  and  union  of  our 
spirits,  not  merely  for  what  men  call  this  world  or  the 
world  beyond,  but  for  a  true,  indivisible,  nameless,  in  fin  it  p. 
world,  for  our  entire  eternal  being  and  life." 

' '  I  feel  happy  to  love  a  woman  capable  of  loving  as  much 
as  you  do.  'As  much  as  you'  are  words  of  deeper  mean- 

JCf.   Lucinde,  p.  8. 

2*4 


run  nun  11  XDE" 

log  than  ail  superlative*  Ah,  my  beloved!  believe 

.•ere  i*  uo  quebli  .al  IUIA  uut  1U  lUiAMcr  ill 

ir  love  caunot  be  more  eternal  loan  mine." 
<£  can  separate  tin,  and  »urvly  any  separai 

..u  only  \uth  yn  I  caa 

'imagine  that  at  the  time  of  the  laat  embrace  of  all,  in  the 

lineal  oonHictiug  emotions,  1  might  burst  out 

team  and  laughter.     Then  1  *hould  be  Hilcnt,  and 

d  be  en  .able  to  believe,  in  i  ienuent, 

1    \\iis  awa\  u ni 1 1    my    new  uent 

1   me  despite  my*  i  .  my 

would    grow    unceaaingly,    until,    l..-i-n«-    up    by    ita 

wings,  1  should  again  tn  r  anus.  .  two 

•mi-  time  in 
Io68oni8  of  one  plant  or  leaves  of 

This  is  the  mystic  side  of  Schlegel's  love  philosophy. 

iiat  loved  ones  -  to  live  in  spirit  111 

.-r  \v<>rld  is  not  mystic  in  t.  test  sense  of  the 

word.    It  is  a  common  belief  of  the  Cl  ..««rld.    How- 

;  ever  much  man  may,  in  the  vigor  of  his  bodily  health, 

forget   tin-   invisiblr   w«.rld  of  Christian  faith,  when  the 

dear  one  dies  he  instm.-ti \.-ly  refuses  to  believe  that  with 

the  bmly  tin-  spirit  dies  also;  he  clings  to  the  faith  that 

the  11  lives,  still  loves,  and  is  wait  him. 

Schlegel  does  not  limit  himself  to  just  this  faith,  but 

adds  to  it  ..th. T  <  I.  ments  wrapped  up  in  veils  of  mysti- 

Usm 

Singularly,  this  philosophy  of  love  was  also  celebrated 

.by  another  roma  :i««t    in<leed  in  exactly  the  same, 

ingly  similar,  manner — by  Novalis.    And  the 

-eating  fact  is  that  these  love  songs  of  Novalis  have 

won  for  themselves  an  international  rvputation.  and  have 

been  praised  by  nearly  ev«  -  and   historian   who 

*Cf.   L*ci*d€,  p.  74.     «Cf.    Luciikfc,  p.  10 
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have  given  attention  to  them.    The  praise  that  tin . 
was  the  very  highest  that  one  can  bestow  on  literary  pro- 
ducts, whereas  the  love  songs  i   s.-hl.-jM  have 
almost  totally  overlooked,  embedded  as  tin-.-  the 
eccentric  sex  philosophy  of  his                -1  Lu>  tnde. 

A  comparison  will  enable  us  at  once  to  rccogni/< 
these  Schlegelian  mystic  love-praises  the  passionate  strains 
is'  Hymns  to  the  Night,  which  were  sung  in  honor 
of  his  nightly  vision  at  the  grave  of  Sophia,  his  bet  milled. 
I  have  specially  in  mind  Novalis'  third  Hymn.1  By  its 
side  must  be  placed  the  following  passage  taken  i'mm  tin- 
chapter  of  the  Lucinde  entitled  Z  writer  Brief.  It  is  a 
letter  addressed  to  Lucinde  in  which  Julius  relate  t<>  In T 
in  detail  a  dream  recently  experienced  by  him  :— 

"My  whole  life  lay  in  the  past;  you  had  been  placed 
in  the  bosom  of  the  cool  earth  long  ago,  flowers  were  alr<  ;idy 
budding  forth  here  and  there  on  the  dear  grave,  and  my 
tears  were  flowing  more  gently.  Lonely  and  in  silence 
I  was  standing  at  the  grave  seeing  nothing  but  thy  precious 
features  and  thy  sweet  eyes  full  of  expression  and  lustre. 
Motionless  thy  features  remained  in  space,  only  from  time 
to  time  thy  pale  face,  with  its  last  smiles,  as  I  had  seen 
thee  during  the  last  hours,  became  more  distinct,  and, 
after  that,  all  my  recollections  blended  confusedly  ini 
another.  The  outlines  of  this  vision  changed  with  inde- 
scribable rapidity,  at  one  time  returning  to  their  first  form, 
at  another,  changing  anew,  until  all  disappeared  before  my 
feverish  imagination.  Only  thy  sacred  eyes  remained  in 
the  vacant  space,  fixed  there  immovably  as  though  they 
were  bright  stars  of  the  heaven.  .  .  .  My  eyes  were  stead- 
fastly riveted  on  these  dark  lights,  as  they  twinkled  with 
familiar  smiles  upon  the  night  of  my  bereft  soul.  At  times 
dark  suns  blinded  me  with  a  piercing  pain,  unbearable; 

*Cf.   Chapter  on  " Novalis  and  his  Hymns  to  the  Night." 
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net  a  beautiful  light  floated  and  glided  through  «pace, 
ug  me.    Then  it  seemed  to  me  aa  if  a  fresh  brcai 
the  morning  touched  me.    1  straightened  up,  and  a  voice 
mi  me:    'Why  do  y  cnt  yourself, 

may  be  with  her  in  a  few  mom« 

la  thin  dream,  in  ita  main  features,  not  astonishingly 

.red  t..  us  by  Novalitt  in  i  Hyuinf    We 

have  tif  i..\.-r  standing  at  tiie  grave  of  hut  dear  one;  he  it 

lonely;  he  ia  unutterably  sad;  he  aheda  team;  her  features 

him ;  her  eyea  sparkle  with  deep  meaning;  he  ia 

ii  a  dean  All  of  these  details  may  be 

alia'  hymn. 

The  similarity  beeomea  still  closer  in  the  remaining  por- 
tioiw  <>f  Julius*  dream,     Julius  thought  at  first  to  take 
just  as  Novalis  did   immediately   after  Sophia's 
\*  in  the  case  of  Novnlis.  it  was  only  for  a  moment 
he  entertained  such  a  1  though'  ig  quickly 

dismissed  it  as  unworthy.     An  inner  voice  waniingly  whis- 
i  t<»  him  sa  _rht  to  suffer,  and  ought 

ngly   to   perform    his   appointed   part    in    the   world 
rather  than  to  take  his  life.    But  he  fell  ill,  and  in  thi* 
-,s  he  had  unique  experiences.    The  illness  gave  him 
great  joy,  for  in  it  he  eould  p  vhat  was  hidden  from 

him  when  he  was  well/  namely,  that  Lucinde's  death  had 
•T  all.  proper  and  necessary,  and  but  the  awaken- 
a  a  gentle  slumber.    He  saw  now  as  one 
who  sore  in  a  vision,  and  as  his  eyes  fell  upon  Lucinde's 
it  seemed  to  him  changed — pun  r.   n.-M.-r.  and 
-figured.      We   ent.-r    hen-    upon    tin-    religious   stage 
lust  as  in  Novalis'  other  Hymns,  so  also 
the  beloved  woman  beeomea  invested  with  divine  attri- 
butes. 

'This  paasag*  it  parhAfM  the  strongest  of  tboM  found  in  the  writings 
of  tho  romanticists  in  which  the  physiologic*!  sUt«  of  sickness  is 
glorified  above  that  of  health. 
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"You  were  serious  and  yet  lovely,  exactly  as  you  had 
been  before,  and  yet  no  longer  so;  you  seeim-d  divinity 
itself  bathed  in  radiance  of  light.  .  .  .  With  long,  si  In  it 
draughts  my  spirit  drank  from  the  cool,  pure  fountain  of 
this  tiame,  intoxicating  itself  in  secret;  and  in  this  blissful 
bacchanalia  1  felt  a  spiritual  uplift  of  a  singular  kind. 
i  that  I  had  divested  myself  of  all  worldly  thoughts 
and  that  I  was  confronting  death. " 

»\\ly  the  years  ran  on,  and  this  and  that  deed  was 
done  with  much  labor,  this  work  and  again  another  \\.-iv 
finished,  which  were  no  more  the  expression  of  my 
self  than  the  names  which  deeds  and  works  bore  stood  for 
what  they  actually  were.  They  were  but  holy  symbols, 
signs  which  pointed  to  that  one  beloved  woman  who  was 
the  link  between  my  detached  self  and  everlasting  human- 
ity; my  whole  life  was  but  a  continuous  worship  in  lonely 
love."  These  words  present  to  us  again  Schlegel's  philos- 
ophy of  complete  humanity,  this  time  more  clearly  than 
ever  before  and  more  spiritually.  His  life  on  earth  is 
presented  to  us  as  a  divided  life,  cut  off  from  its  other 
half,  his  Lucinde,  the  Divine  Maiden. 

In  his  dream  Julius  grows  old,  furrows  begin  to  gat  In T 
about  his  forehead,  and  his  locks  grow  white.    His  powrrs 
leave  him,  and  he  feels  that  he  has  come  to  the  end  of  his 
life.    He  mourns  that  he  has  accomplished  so  little, 
beyond  his  reach  lie  the  ideals  of  art  and  virtue. 

"I  should  have  despaired,  had  I  not  seen  and  worshiped 
you,  lovely  Madonna,  in  these  ideals!  Had  I  not  seen  and 
worshipped  you  and  your  divine  nature  in  me."  Again 
Lucinde  appeared  to  him  and  beckoned  to  him.  A  Ion 
seized  him,  a  longing  after  her  and  after  freedom.  "I 
longed  nach  dem  geliebten  alien  Vaterlande."  Here  Julius 
awakens.  Two  important  truths  had  come  to  him  in  this 
dream: — 

1.     He  had  seen  the  divinity  of  Lucinde. 
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2.    He  had  learned  that  where  Lucinde  waa  then 
alao  hit  true  native  hone. 

••se  are  also  th^  two   ^iin^flfw>pts.l   conceptions   in 
"in*  to  ike  Night.     We  may  say  that  there 
remain*  only  one  thing  to  make  the  companion  complete, 
the  conception  of  the  gloriea  of  the  Night  aa  compared 
with  th.   limitation*  of  the  Day.    But  thia  conception  alaof 
ti  is  so  prominent  in  Novaks'  Hymns,  we  find  in  the 
nd*.     A  special  chapter  ia  devoted  to  it,  en t 
ehmuckt  in  Kuhe,  which  corresponds  to  Novalis'  sixth 
ii,  Sckntuckt  mack  dim  Tod*.    Sufficiently  striking  is 
the  resemblance  of  the  title.    It  is  a  dialogue  between  Julias 
nde.    The  two  lovers  stand  at  an  open  window  in 
the  early  hours  of  the  morning,  lost  in  mute  wonder  at 
the  glorious  rising  of  the  sun.    A  feeling  of  inexpressible 
longing  had  filled  tlu-ir  hearts  during  the  night  that  had 
passed,  a  longing  for  tli.-ir  native  home,  the  home  of 
rs.tl   l*>ve.     " During  the  night,"  remarks  Lucinde, 
"longing  and  love  grow  and  sparkle  like  the  splendor  of 
this  rising  sun."     "And  during  the  daytime,"   replies 
Julius,  *' love's  joys  are  as  pale  as  the  light  of  the  moon. 
>u  art  the  pritsteu  of  the  night.  .  .  .     Unending 
and  infinite  is  my  longing  for  you.  .  .  .  Oh,  eternal  long- 
ing!    The  time  will  come  when  the  fruitless  longing  of 
the  daytime  and  its  vain  splendor  will  be  extinguished,  and 
when  a  night  of  love  will  last  in  peace  fore\ 

It  must,  therefore,  be  perfectly  clear  that  the  mystic 

portions  in  Pried.  Schlegel's  Lucinde  and  Novalis'  Hymn* 

<  Mght  are  very  closely  allied.    We  find  in  them  both 

:t  the  same  general  conceptions,  even  a  resemblance  in 

matters  of  detail,  which  is,  at  tunes,  positively  startling. 

Did  Novalis  borrow  from  Schlegelf    Did  Schlegel  borrow 

Novalis  t    Or  did  both  go  back  to  a  third  sou  IT- 
must  refrain   from  answering  these  interesting  and  im- 
portant questions  at  this  time. 
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'•drick  Scklegel's  Lucinde  is  a  love  gospel.    Som< 
this  gospel  is  sensuous,  as  we  have  seen,  sensual  even  in 
part,  and  is  written  in  defence  of  the  rights  of  the  phv 
body,  as  Walt  Whitman's  Children  of  Adam;  it  is  not 
dly  impure,  however,  in  its  best  intention,  though  lull 
of  discordant  notes,  due  to  the  presence  of  a  r< •volutionary 
propaganda,  the  injudicious  use  of  irony,  and  the  blund. T- 
ing  hand  of  an  unskilful  artist.     Wherever   it  violates 
personal  virtue,  we  condemn  it.    Wherever  the  body  serins 
to  be  valued  above  the  spirit,  our  humanistic  principle 
which  we  have  so  often  insisted,  are  violated.     .Mu<h  of 
this  gospel  is  spiritual,  representing  to  us  man  and  woman  j 
as  idealized  parts  of  one  complete   human  whole,   who, 
joined  by  an  invisible  bond  of  true  love,  become  husband 
and  wife  needing  no  further  matrimonial  alliance.     The 
romantic  woman  is  placed  by  the  side  of  man  as  his  equal, 
his  one  great  friend  for  life.    And  this  gospel  is  m\ 
the  other  half  of  the  completed  human  whole  does  not  die 
but  lives  on  in  another  world.     There  it  reveals  its  true 
meaning:  it  becomes  a  part  of  the  divine  nature,  dwelling 
where  all  other  loving  souls  dwell,  in  that  same  divine 
home     where     Novalis'     Sophia     went,     the     Christian's 
fatherland.      Lucinde    became     the    "priestess     of     the 
night. "    These  two  last  phases,  the  spiritual  and  m\ 
must  not  be  overlooked,  and  must  be  duly  considered  in 
any  criticism  of  the  book.     Should  we  dwell  only  upon 
the  lower  love,  the  physiological  side  of  Schlegel's  sex 
philosophy,   omitting  the   other  higher  side,   surely   our 
literary  judgment  would  be  warped.     We  have  a  love  of 
the  body  clearly  defined;  and  also  a  love  of  the  spirit, 
beautiful,  idealized,  disembodied. 

Sometimes  Schlegel,  on  a  few  pages  of  his  Lucinde, 
especially  in  these  last  mystic  portions  rises  to  great  literary 
beauty.  A  genuine  poetic  mood  carries  us  along  in  rythmic 
flow  and  tender  strains.  But  by  the  side  of  Novalis' 
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Hymns,  the  lustre  it  dimmed    There  is  not  the  primordial 

the   wistfulness   and   tenderness,   the   wonderful 

rythm  and  poetic  diction,  not  the  <-hil.il  ike  Christian  faith, 

rsal  Duality,  not  the  spiritual  intensity,  not 

the  organ!    unity,  n<>t  the  far  away  glimpse  into  a  n. 

the   enthusiastic   certain!  undying    im- 

perishable  faith  in  the  heavenly  realms  of  the  spirit  world 
x  light — divine  lore.    To  us  the  Ludndt  is  largely 
an  important  historical  document  of  the  Roman  tie  School 
in  which  some  of  their  revolutionary  ideas  concerning  lore, 
'marriage,  and  womanhood  are  recorded.    But  la 
that  high  classical  restraint  and  sense  of  social  duty  i 
mould  passion  into  forms  of  universal  value,  it  falls  s 

in   part  lamentably  short,  of  that  humanistic  ideal 
!i  we  have  chosen  for  our  stand  ied.  Schlegel, 

'perceiving  these  defects,  in  later  years  omitted  it  from 
his  coll.  .•!••<!  works. 


CHAPTER  XIII 

KO.MANTU  ISM  AND  THE  FAIRY  TALE 

is  difficult  for  us  to  divest  ourselves  of  the  adult  clot  IMS 
of  our  modern  life,  and  to  put  on  the  little  frock  of  chi  ld- 
hood,  to  lie  in  the  cradle  and  dream,  and  to  play  with 
••hildish  things.  When  I  was  a  child,  I  thought  as  a  child; 
but  when  I  became  a  man  I  put  away  childish  things.  So 
we  say.  Yet,  are  there  not  sometimes  tales  told — <-vi-n 
to-day — which  resemble  those  we  used  to  love  in  our 
childhood,  tales  of  fairies  and  wonders?  And  do  not 
these  tales  appeal  to  us  at  times  with  marvelous  charm? 
May  not  these  idle  plays  and  childish  mummeries  stand  t'nr 
something  hidden  far  away  in  the  distant  background  of 
our  life,  if  we  would  but  let  them  come  to  the  surf  ace  T 
It  is  hard  for  us  to  lend  a  ready  ear  to  this  notion,  but  thf 
romanticists — it  is  but  a  hundred  years  ago — allowed  th«  sc 
things  in  the  background  to  step  forward  and  take  shape. 
They  too  were  grown  up  people  of  the  modern  age;  for  the 
time  when  men  were  children  and  the  world  of  fairies  was 
a  world  of  reality  lay  much  farther  back  in  man's  history. 
The  romanticists  were  not  naive  children  like  thos 
rarlier  days  when  fairies  were  actually  in  the  world  in 
wood  and  glade  and  flower-stalk;  they  were  only  r 
coverers  of  the  fairy  times  of  old,  and  rediscoverers  of  the 
spiritual  realm  somewhere  in  us — still  left  in  us 
to-day — whence  the  spirit  of  childhood  comes.  It  so« 
to  them,  at  least  to  one  of  them,  the  purest  portion  in 
man's  spiritual  make-up;  yes,  his  true  home,  the  place  from 
which  he  came  and  to  which  he  was  going. 
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times  they  lay  down  in  their  childinh  cradle  and 

dreamed  truly  ch  hings.    They  went  to  deep,  and 

were    transported    into    that    other    land    where    fairies 

welcomed  them  and  introduced  them  to  the  children  of 

kiiiK.lm.  played  truly  rhildiah  plays.   Oftener, 

however,  th.-ir  nursery  experiences  were  not  the  exuberant 

abandon  of  a  child's  mind.    They  knew  full  well  that 

dreams  were  dreams.    They  dreamed  them  but  half  asleep, 

blinking  with  one  eye  at  the  great  problems  of  their  age, 

h  were  to  be  settled  by  them  by  the  very  dreams  they 

"  consciously  dreaming. 

Though  all  of  the  romanticist!  were  interested  in  fairy 
tales,  Tieck  and  Novalis  were  the  only  members  of  the 
School  who  wrote  them. 


k  put'liahed  a  collection  of  his  own  romantic  tales 
Marchen  in  the  year  1811.    At  the  head  of  this  collec- 
bearing  the  name  Phantoms,  stands  a  longish  poem 
\\  Inch  has  the  sai  This  poem  is  the  poetic  prologue 

t<>  the  whole  that  follows,  an  introduction  to  the  romance 
of  Tieckian  fairy  fiction,  it  is  a  fairy  tale  itself  in  verse, 
;ng  to  the  reader's  imagination  a  key  wherewith  to 
open  the  wonderland  of  his  childhood  days.    Tieck  him- 
self is  the  fairy-befriended  hero.    He  was  sitting  one  day 
in  his  study  !<>st  in  thought.    The  days  of  his  childish  fancy 
lay  in  the  dim  distance.    Life  had  become  serious.    He  had 
11. -h ;  he  had  read  many  books;  he  had  striven  to 
see  the  light  of  truth;  to  unravel  nature's  deep  mysteries, 
me*  he  had  seen  a  comforting  li^ht.  but  it  had  soon 
vanished,  leaving  him  in  darkness  and  doubt— a  foolish 
man.  vainly  seeking  wisdom  and  happiness.    Now  he  was 
ill    weighed  down  by  anxious  thoughts  eoneerninj?  the 
of  the  world  and  his  own  disappointed  life 
IH 


ROMANTICISM   AND  THE  FAIKY  TA1.V 

All  this  souii'  niuoh  liko  tho  oponing  monologue  in 

Goethe's  Faust.  But.  bark!  there  was  a  rap  at  th<-  d«>nr. 
Was  it  MrphixtMph.'lost  No i  a  lovely  youth  enton-d  with 
rurly,  golden  hair,  crowned  with  a  \vr.atb  of  msrimds. 

as  the  old  fairy  companion  with  win  mi  ho  bad  j.l 
in  his  younger  days,  long  forgotten.  who  had  come  to  invito 
hi  in  to  leave  the  pedantry  of  his  dusty  books  and  the  grave-' 
ness  of  his  meditations,  and  to  refresh  himself  at  the  b< 
of  nature  with  dancing,  song,  and  play. 

"Frisch  auf,  lass  dich  von  mir  regieren, 
In's  Fruhlingsreich  will  ich  dich  fiihren. " 

And  he  laughed — 

"dass  sich  das  Gold 
Der  Locken  in  einander  rollt." 

Ticrk  could  not  resist  the  temptation.  He  followed  him. 
They  wandered  over  hill  and  dale  and  through  meadows, 
decked  with  flowers.  Doors  long  closed  were  reopened  to 
Tieck's  inner  vision.  They  turned  into  a  beech  wood.  Tho 
path  narrowed;  the  light  fell  more  sparingly  through  tho 
dense  foliage;  strange  bird  notes  warbled  in  the  air; 
shadow  forms  flitted  by.  Feelings  of  fear  crept  over  Ti< •< -k. 
They  came  to  a  clearing  where  strange  flowers  grew,  and 
soon  they  arrived  at  a  cave.  Music  sounded  from  within. 
A  youth  enrobed  in  black  holding  a  golden  staff  in  bis  hand 
was  sitting  in  it,  and,  by  his  side,  embracing  him  tend-  rly. 
a  lovely  woman.  She  was  pale  and  frightened,  listening 
with  eagerness  to  some  words  her  lover  was  whisp 
into  her  ear.  "Who  are  these  two?"  inquired  Tieck  of  bis 
companion.  We  who  know  Tieck  need  not  ask.  The  man 
in  black  is  well  known  to  us.  It  is  Tieck's  personification 
of  Terror,  which  strides  through  romance  and  fairyland. 
which  lies  in  ambuscade  in  nearly  all  his  tales,  and  to 
which — so  he  thought — mankind  felt  instinctively  drawn, 

£54 


ROMANTICISM  AND  THE  FAIRY  TALE 

a*  the  lovely  maiden  herself  did,  fearing  and  trembling, 
y  under  its  powerful  sway, 
i'hantasus  proceeded  on  their  way,  and  toon 
met  an  extraordinary  fairy  creature.    It  waa  a  being 
•ndrrful  transformative  powers :  he  oould  be  dwarf 
•tM»ld.  Puck  and  Ariel,  all  in  one  person. 
••  did  not  know  him,  if  we  had  not  seen  him  play  his 
sportive   pranks   in   other    writings   of   our   romanticists, 
especially  th<«e  of  Tieck,  we  should  be  in  the  moment  at  a 
Joss  what  to  make  of  hi;  n  his  in  M  under 

•the  name  "Schen"  would  h« -lp  us  littl.-.     II.-  appears  first 
as  a  little  boy,  a  ng  little  fellow,  a  ' 

than  gossamer,  \vh«.  dances  on  the  green  and  lurks  in  flower 
[cops,  who  climbs  up  ivy  vines  and  swings  to  the  whittling 
winds,  \\M..  is  one  minute  on  the  top  of  a  rock,  and  the 
taking  a  bath  in  the  dewy  grass,  who  floats  down  T li- 
on leaves  of  jasmine  and  adorns  his  dwelling  with 
sh.  11s.    Then,  all  at  once,  leaves  his  play  and  rises  up  in 
be  top  of  the  highest  tree.     With   gigantic 
irth  he  bends  it  down  to  the  ground  and  lets  it  fly 
auses  the  waves  of  the  brook  to  sw-11   into 
lullowsand  and  tumble  in  mighty  water 

-ikes  winds  which  blow  with  great  blasts,  and  frightful 
thunders   \\hieh   roar  through   the  valleys.      1  was 

n  dwarf,  now  he  is  a  mighty  giant,  and  leaps  on  streaks 
of  1  mtains.     He  tears  rocks 

down    thund 

"Sehrr.  10  eentle- 

little  I  i  Goodfellow. 

•oth.    it    is  Irony    and 

disguise. 

itasus  proceeded  alonu  t) 

.ir  resounded  all  •  ream 

'  the  edge  of  the  wood,  and  like 

the  sun  appearing  at  the  gates  of  the  morning,  a  beautiful 
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woman  stepped  out  of  the  dark  forest.    Her  wavy  golden 
•:lramrd  in  thr  sunlight,  her  blue  eyes  sent  greetings 
to  the  \v  i«l  the  smiles  of  her  red  lips  bespat  i 

the  green  with  joyousness.    It  is  the  goddess  of  Romantic 
Love.    Flowers  began  to  blossom  under  her  feet,  the  grass 
became  greener,  the  waters  rejoiced,  the  whole  earth  heaved] 
with  joy.     The  green  world  opened  its  many  doors,  anc 
•  s   and   flowers  dapper  elves  and  lovely   fairies 
issued  forth  in  great  numbers;  they  pressed  about  her  am 
from  a  thousand  voices  praises  of  joy  and  thanksgiving 
M  in  honor  of  their  .|m -en  and  goddess. 

In  a  moment  the  scene  changed.    What  had  appeared  to 
be  wood  and  dale  and  mountains  assumed  in  a  twinkle  th< 
shape  of  a  monstrous,  superhuman  head.    Tieck  was  seize< 
with  great  terror  and  fell  upon  his  knees.     "And  who 
this?"  he  asked  with  trembling.     "This  is  our  fatln-r.' 
little  Pliant;.  I.    "It  is  Pan,  it  is  our  Protee 

With  this  mysterious  appearance  of  the  great  Weltgeist 
the  pantheistic  Godhead,  Tieck 's  fairy  dream,  Phantasm 
closes. 

This  poem  at  the  head  of  the  collection  serves  a  donl>l< 
purpose.  Tt  is  the  key  that  unlocks  the  doors  leading  int< 
popular  fairyland  and,  at  the  same  time,  tin-  key  that 
affords  us  entrance  to  the  specific  fairyland  of  Tieck  and 
onr  romanticists.  It  puts  us  at  once  in  possession  of  the 
differ  BO  ill-'  popular  fairy  tales  of  olden  days 

and  those  of  Ti<-ck.  On  the  one  hand  we  have  childlike, 
:"ii.  simplicity  of  thought  ;md  sentiment,  tin-  folk- 
lore Duality  of  a  genuine  fairy  tale,  and.  on  the  other 
hand,  the  mod.rnity.  the  conscious  reflection,  the  spirit  of 
criticism  and  psychological  analysis  of  the  adult  man  of 
the  eighteenth  century.  These  two  conflicting  ten 
interlace  in  the  German  romantic  Marchen. 

Ti«-ck  was  a  dreamer,  and  when  he  fell  to  dream 
being  then  dominated  by  the  poetic  mood  of  fairy  fiction, 
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be  could  come  close  to  the  atmosphere  of  the  nurwry     It 

was  t  made  him  write  children's 

tales.    He  wanted,  at  tim.-v  \.-r\   much  to  tun  himself  HI 

the  clnM's  simplicity  t..  reiYrsh  himself  at  the  fountain  of 

the  child's  faith  mocenc«  ve  him- 

irom  the  diwi  ••!'  th-   r. :'  <>ught  of  ages.    Thus 

up  tin-  chil  le«l  him 

-  laden  s'  .ml.  \sh.  n-  he  as 

the  fairies'  playmate  cou  1-1  i'n>h<-  ui  childish  playfulness. 

It  was,  hourver.  ii"t  easy  to  be  a  child  at  the  end  of 

i  rrntury   111  the  atmosphere  of  Aufklamng,  of 

-•ph\.    ami  Man   had   outgrown   the 

naive    childhood   of   simpler   days   when    fairy   tales  and 

Romances  and  legends  and  folklore  and  myths  arose  in 

handed  down  from  n 

.he  wisdom  that  came  out  of  the  mouth*  of  the 
•he  riu'htiviith  .•••ntiiry  «lul  not  sound  the  elemental 
unconscious  note  of  prim  it  i\  \vas  it  at 

all  «-asy  for  Tieck  to  be  genuinely  childlike,  for  th.*  corn- 
posit  iperament,  as  we  have  abnmi 
[seen,  lacked  just  that  downright  simplicity  and  abandon  of 
hiM's  miml.    Tieck  was  the  poet  actor  of  the  School, 
he  could  play  a  rhiM's  part.  !>ut   to  be  a  child  was  not 
n    him.     Tieek's   fairy   tales  are   not   tin-   pr«Mlu- 

tl   nursery   fancy,  naive  dream  fiction,  such  as 

for   instance,   those   firstborn   among 

s  which  lik.-  uprooted  mosses  carry  with  them  the  natal 

scent  brown  earth      His  stories  were  th 

the   oonsekras   modern    miml.   cultivated   garden   flowers. 

'What  w.,ul.l  the  child's  min.i  -lose  reflections  in 

.i mled  us  of  Faust's  Monologue, 

.those  the  fruitlessness  of  human  learning 

•ionality  of  all  human  endeavorf     Woul.l   it 

^evera^  personages 
•  I  by  the  poem  and  know  that  they  stood  for  a  select 

in 
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company  intended  to  represent  the  primary  elements  of 
romantic  fairy  fiction, — Terror,  Irony,  Love,  and  Weltgeist 
mystery T  Yet  this  poem  is  one  of  the  simplest  «•!'  Tick's 
Marchen  compositions.  Even  at  the  early  age  of  twenty, 
when  he  was  just  starting  out  on  his  literary  career.  )i«  had 
submitted  the  supernatural  as  a  means  of  literary  expres- 
sion to  an  exhaustive  analysis.  He  had  studied  it  in  Shakes- 
peare's Tempest  and  Midsummer  Night's  Dream,  and  had 
written  the  treatise,  Shakespeare's  Behandlung  des  ll"i//i- 
derbaren  (1793),  in  which  he  had  essayed  to  explain  to 
himself  the  ways  and  means  used  by  the  English  poet  in 
lulling  the  reader's  senses  asleep,  in  enmeshing  them  into 
the  web  of  the  spirit  world.  Then  again  Tieck's  dn-am 
instinct,  which  invited  him  into  the  land  of  the  Marchen, 
was  interwoven  by  the  many-hued  threads  of  his  peculiar, 
eighteenth  century  romantic  temperament.  The  struetun; 
of  his  mind,  just  that  which  made  him  the  romanticist 
Tieck,  stood  in  the  way  of  a  simple  Marchen  tone  and 
style.  The  light  is  not  steady,  the  way  not  plain  and  well 
marked  leading  to  a  happy  or,  at  least,  satisfying  purpose-] 
ful  end.  There  is  a  tremulous  atmosphere;  an  intermit- 
tent display  of  musical  notes  and  color  effects;  a  gorgeous 
pageantry  of  moods  for  their  own  sake,  dazzling,  often 
beautiful.  We  look  and  marvel,  and  forget  the  meaning 
of  it  all.  And  often  there  is  none. 

Thus  the  two  traits,  naivete  and  modernity — the  lonuinjr 
look  into  the  childhood  days  of  the  past  and  the  consr-ious 
forward  glance  of  the  adult  man — run  like  two  discordant 
notes  through  Tieck's  voluminous  fairy  compositions. 
Rarely  ever  is  one  note  sufficiently  resolved  into  the  other 
to  produce  a  satisfying  harmony. 

n 

The  whole  body  of  Tieck's  Marchen  divides  itself  into 
two  classes,— those  that  go  back  to  the  folklore  of  the 
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past1  and  those  that  are  more  specifically  the  product  of 

going  into  th^  past  and  bringing  to  light  UM*  popular 
literature  of  the  country,  Tieek  rendered  an  important 

v  !•....•       11-     bet-aim-   in   this   way   dir  i.l"   tin-   rv«hh«-.,\,  ivr. 

icrmany's  folklore  literature;  and  also  an  important 
literary  agent  in  bringing  about  a  sympathetic  appreciation 
of  fairy  tale  fiction,  as  opposed  to  the  ill-born  taste,  preva- 
lent at  the  time,  for  sensational  adventure  and  crude 
realism.  These  popular  tates  playing  the  < 

he  past  were  most  potent  factors  in  leading  man's 
memories  back  to  the  hidden  treasures  of  a  forgotten  poetic 
age.  His  effort  m  this  direction  is  not  wholly  accounted 
for  by  his  patn-n.-  instincts,  nor  by  a  desire  to  satisfy  the 
hunger  of  romantic  fancy  for  new  material,  but  demands 

t.s  explanation  a  love  of  the  simpler  ways  of  childhood. 
Tet  when  we  examine  these  fairy  tale  versions  that  have 
r.M.t  m  the  folklore  of  the  past,  we  find  that  very  few 
have  been  retold  in  a  fashion  to  make  them  wholly  accept- 
able to  the  child's  mind.  They  are  more  for  big  folk  than 
rns.  Sometimes  indeed  the  love  of  childlike 
tfot  thr  brttrr  of  Tieck,  and  he  wrote  not  what 
he  would  but  what  his  spirit  made  him  do.  Such  simplicity 
we  find  in  the  Geschichte  von  den  Haymontkindtrn,  a 
Prankish  folktale,  celebrating  the  deeds  of  Reinhold 
and  his  magic  hone  Bayart;  also  in  some  other  Mir- 
especially  in  the  AMujtna,  the  Magelont,  d*r 
getreue  Eckart,  portions  may  be  found  written  with 
charming  naivete.  Tet,  almost  with  the  single  excep- 


row  d*»  H*ymo*M*d*n  (ule,  1706) ;  Sitter  Bis* 
ban  (drama,  1796) ;  Der  gitrm  Eckart  mnd  d*r  TavMmHr  (Ul^ 
1709) ;  Dcr  gtttitfAte  Kater  (drmma,  1707) ;  Mm  and  Tod  ** 
ftMnM  BotkApck**t  (drama,  1800) ;  Mr  ww*d*rt~*  Bitter*  r<m 
d*r  JfWttMna  (tale,  1800) ;  L*m  **d  Tod  d*r  k*Ui0e 
(drama,  1709);  Kai«rr  OetavuMM  (drama,  1801  Of);  Ft 
(drama,  1815-10). 
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lion   of   the    1/nyiH'nisI.  (/"/</•,   they   were  all   composed   not 
n  sake  but   for  1  nds  and  artistic  pur- 

poses. 

Tieck  went  into  the  past  in  search  of  fairy  talc  material 
because  he  loved  it;  for  the  ultima!.'  purpose.  Imv, 
of  carrying  on  with  it  a  propaganda  for  the  now  romantic 
movement,  of  which  he  felt  himself  a  leading  exponent. 
He  remodelled,  therefore,  this  material  to  suit  his  main 
purpose. 

This  shows  itself  in  a  negative  and  in  a  positive  way.  <  >n 
the  negative  side,  the  fairy  tale  is  used  as  a  vehicle  I'm- 
romantic  irony,  humor,  or  satire,  practised  almost  to  P«T- 
fection  in  that  jcn  d'esprit  Der  gestiefelte  Kater,  and  in 
/<  rliino,  its  ostensible  continuation,  which  is  directed 
against  the  philistine  soberness  of  the  age.  On  its  positive 
side  it  consists  in  enveloping  the  fairy  tale  in  an  atmosphere 
of  romanticism  exclusively  Tieckian  in  character,  with  its 
IjTical  intermezzos,  its  dithyrambic  strains  of  sentiment. 
its  modern  psychological  world  wisdom,  its  over-lavish 
decoration,  its  wealth  of  color  and  love  of  music.  Th ex- 
changes in  the  form  and  in  the  character  of  the  original 
popular  tales  made  of  them,  during  the  process  of  n.man- 
ticization,  entirely  new  literary  products.  Frequently  the 
original  tale  becomes  merely  a  by-product,  as  it  were,  only 
the  music  played  between  the  acts;  while  the  piece  its.  It 
assumes  the  epic  or  dramatic  composition  of  Tieck  tin* 
romanticist  of  the  eighteenth  century. 


Ill 


By  the  side  of  these  transformed,  folklore  fairy  tales 
stand  those  which  are  the  product  of  Tieck 's  own  invention.1 

*Der  blonde  Eckbert  (1796);  Die  Freunde  (1707);  Der  Sunenberg 
(1802);  Die  Elf  en  (1811);  Der  Pokal  (1811);  Der  Liebeszauber 
(1811). 
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H  these  Miinshen,  al»  iual  threads 

us  back  into  the  past,  jet  of  the  oompoaition  aa  a  whole, 
"•  oonoeption  of  the  plot  and  gem*rul  run  of  the  story 
we  know  no  source.    They  are  much  more  compact  than 
the  former  type.     They  do  u  a  larger  bulk,  all 

taken  together,  than  the  single  work  <  0  /atwuiu. 

have  more  the  distinctive  1. ......  ,,r  fairy  tales. 

popular  in  tone,  they  are  not  intends i 
the  child,  and  were  we  to  put  them  in  a  collection,  we 
all   them   " Fairy    tales  every    ehdd    sh..uld 
know,"  but,  perhaps,  "which  every   adult  should  know." 
« -annot  be  classed  with  the  Italian  fa  volt  as  handed 
down  l.y  Giovanni  Straparola  (1600)  and  liasile  (1« 

be  classed  with  •  h  conic*  as  we  know 

them  through  Charles  Perrai.  ,,r  with  the  Ger- 

man Morckcn  of  Jacob  Grimm  (1812).     Tl  .1?  to 

a  t\  IHJ  of  their  own,  to  the  fairy  tale  type  of  th.-  <;•  nuan 
romanticists  «-f  tin-  s.-li  v  art  f 

nguished  from  thrir  full  1.1—1  « -..u^ins,  the  folk  fairy 
tales.    At  the  same  time  •  »y  the  especial  «1 

of  not  being  written  in  i  «»f  nth«-r  j»n-*-«'diu^  tales, 

at  were,  fur  instance.  enth 

century  in  France  and  Mnsaus'  Yolk*-  in  Germany. 

They  have  also  no  connection  with  tlu  "M 

an  allegory.     T!  k's  tales 

rt.tnt    links   in   tin*   histuri«-al   chain   of   fairy    tale 
i  id  must  be  mentioned  among  the  ancestral  stock 
11  r  modem  fairy  tales  have  sprung.    They  are 
organ  life  of  the  age,  and  conse- 

quently deal  with  tnie  mystery;  while  ti. 
reflect  the  external  life  of  that  time.  p.  • 
heroes  and  fairies  the  show  of  the  fashion  world 
XIV.     T!  .t»  grown  from  within   like  Mowers;  while 

the  contes  det  fie*  have  grown  from  without  like  minerals. 
'In  Untirkaltunge*  dtmttfikm 
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They  are  distinguished  by  originality  of  conception,  and, 
hat  reason,  each  tale  has  the  forcefulness  of  a  dist  m.-i 
work  of  art;  whereas  the  conies  des  fees  represent  a  monot- 
onous sameness  of  characters,  who  act,  think,  feel,  and  look 
like  the  courtiers  of  the  Great  King— marionettes  called  In- 
different names. 

They  are  bold  products  which  sweep  away  the  world 
order  of  our  senses,  and  create  a  new  order  which  bids 
defiance  to  our  experience.  They  are  not  equally  excellent 
in  quality,  and  really  only  four,  Die  Elf  en,  Der  bio  mi < 
irt^Der  Kunenberg  and  Die  Freunde,  are  fairy  tales; 
Der  Poked,  beautiful  as  it  is,  and  Der  Liebeszauber  have 
more  the  character  of  short  stories  with  some  supernatural 
element  woven  into  them.  Tieck  became,  when  his  romantic 
period  was  over,  a  noted  raconteur  of  short  stories,  and 
Der  Pokal  and  Der  Liebeszauber  were  written  half  and 
half  in  his  new  post-romantic  style. 

Perhaps  the  most  beautiful  of  these  four  is  Die  Elf  en. 
It  was  written  in  1811,  after  most  of  his  Marchen  had 
already  appeared.  This  Marchen  bears  also  some  of  the 
traces  of  his  later  style;  nevertheless,  in  this  particular 
instance  the  semi-realistic  element  only  tends,  by  its  very 
contrast,  to  enhance  the  exquisite  beauty  of  the  whole.  It 
is  a  dream  picture  where  the  artist,  by  means  of  an  intricate 
artistic  process,  has  dissolved  the  everyday  world  into  a 
mystic  fairyland  of  beauty.  It  is  a  tale  with  fairies  in  it, 
fairies  who  befriend  man.  They  lived  in  a  small  tract  of 
land,  wooded  with  fir  trees,  a  short  distance  from  a  village. 
The  villagers  had  a  dread  of  this  place,  and  none  of  them 
had  ever  ventured  inside.  It  looked  to  them  very  gloomy 
and  forbidding.  They  thought  some  poor  gypsies  lived  in 
it.  An  old  hut  and  a  few  weather-beaten  sheds  lay  buried 
in  the  green.  Some  hideous  women  and  some  ragged 
children  had  occasionally  been  seen  through  the  bushes; 
but  these  people  had  never  been  outside  of  the  wooded 
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tract  they  inhabited,  to  that  nobody  oouid  say  anything 
very  ill-linn,-  coiuvriuiiK  th.-in. 

t  one  day  little  Mary  ventured  across  the  narrow 
bridge  that  separated  the  field  from  the  wood,  and,  all  at 
once,  the  found  henelf  in  a  land  of  wonder.  She  wo 

d  to  stay.  Elf  Zerina,  a  little  girl  of  Mary 'a  own 
age,  waa  her  choaen  playmate.  And  how  wonderful  her 
games  were!  How  marvelous  the  aighta  ahe  saw!  Not 

children's  things  she  played  but  with  the  very  forces 

iture.  For  these  elves  were  nature's  guardians,  ap- 
pointed to  watch  over  her  great  work  of  construction,  and 
in  charge  of  her  laboratory.  They  caused  the  waters  to 
flow  through  secret  channels  down  to  the  fields  and  flower- 
gardens  of  the  villages  round  about,  and  also  fiery  streams 
of  mysterious  forces  that  quickened  with  glowing  life  all 
living  creation. 

Seven  happy  yean  Mary  spent  there.  At  the  end  of 
that  time  a  great  excitement  occurred  in  the  kingdom.  A 
wonderful  bird  in  tropical  plumage  arrived,  as  large  as 
an  eagle  and  with  a  diadem  on  his  head.  It  was  the 
immortal  bird  Phoenix  who  announced  to  the  elves  in  a 
sweet  song,  that  made  all  weep  for  joy,  the  coming  of  their 
lord  and  master,  the  King  of  the  Elves.  Mary  could  stay 
no  longer,  for,  so  she  was  told,  it  was  not  given  to  any 
mortal  to  behold  the  King.  A  great  blessing  would,  from 
now  on,  come  to  the  neighborhood,  they  said,  springs  and 
brooks  would  yield  more  water,  the  soil  would  be  richer, 
the  fruits  purvr,  wood  and  field  fresher  and  greener,  the 
climate  would  be  milder  and  there  would  be  neither  storms 
nor  floods.  They  gave  the  little  girl  a  ring  as  a  token  of 
remembrance  and  took  leave  of  her:  "Take  this  ring," 

said,  "and  remember  us,  but  take  heed  that  you  do 
not  tell  anyone  what  you  have  seen  here,  else  we  shall  be 
forced  to  flee,  and  when  we  are  gone,  happiness  and  bless- 
ing will  go  also." 
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•turned  to  her  parents.  She  married,  and  had  a 
little  i:irl.  KHYieda,  a  wonderfully  clever  child.  Sh.-  was 
very  quiet,  and  had  the  habit  of  concealing  herself  fre- 
quently from  her  mother.  One  day  her  mother  succ» 
iu  tracking  Elfrieda  to  an  old  arbor  in  the  garden.  Th.-iv, 
peeping  through  a  crevice,  she  saw — hardly  trust  m<_:  h.-r 
eyes — her  own  daughter  playing  with  Zerina,  her  old  play- 
mate from  the  kingdom  of  the  elves. 

Mary  kept  her  secret  a  great  many  years.  But  it  was 
not  easy  for  her  to  do  so.  For  the  villagers  and  even 
her  own  relatives  used  to  say  many  evil  things  about  "that 
poor  folk"  of  the  fir  wood,  "those  ragged,  good-for-nothing 
gypsies."  One  day,  in  her  great  anxiety  to  protect  h« T 
dear  elves,  she  gave  the  secret  away  to  her  husband.  Fmin 
this  moment  a  change  came  over  the  land.  During  th" 
following  night  the  King  of  the  Elves  with  his  whole 
court  left  the  country.  Wonderful  is  Tieck's  magic  de- 
scription of  that  train  of  elves.  Like  the  Milky  Way  in  the 
heavens,  composed  of  myriads  of  little  lights,  the  army  of 
the  bright  little  elves  moved  over  the  brook,  their  Kinir  in 
the  centre  on  a  white  horse,  with  a  crown  on  his  head  \\  hich 
diffused  a  brightness  like  the  crimson  twilight  of  Jin- 
sun  rise.  And  when  they  were  all  gone,  an  awful  stillness 
settled  upon  the  country, — the  brooks  dried  up,  the  fruit 
trees  died,  and  vineyards  and  gardens  and  meadows  and 
fields  became  waste  and  barren.  Elfrieda  and  Mary  died 
too. 

Somewhere  in  the  Phantasus1  Tieck  expressed,  thrmi«_'!i 
his  characters,  his  views  on  the  Marchen.  There  he  tells 
us  that  a  good  Marchen  should  have  a  meaning;  it  should 

'In  the  Phantoms  the  Marchen  are  told  by  a  group  of  men  ami 
women,  seven  in  all.  When  they  do  not  tell  Marchen,  they  carry  on 
conversations  on  various  subjects  relating  to  the  fields  of  literature, 
art,  and  criticism.  Some  of  these  conversations  are  important 
menu  for  the  understanding  of  the  Romantic  School. 
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•  ax    tin*  MOMI  like  a  musical  eooii 
i  leave  behind  it  aome  u  .•«,-!,  t 

.oil  rich  .cin  Gedicht  mm  Oaaam  runcUm, 

[U»  poet]  will  nicht  Mirebeo  dber  MA  re  boo  h&afo, 

In.'  rru,-n.i  unt.-rL.iit.-M  un.J  /  .!•  r.t 

WU»  tow  Wort*  nor  verklingeod  tituebeu 


We  are  turpriaed  to  find  thw  view  in  Tir<  :te  of  the 

1  charge*  made  against  him— ami  justly— b  that 
hia  worbh— thoae  of  the  romantic  period— are  lacking  in 
mean  .1  central  core,  in  a  leading  motif,  whu-h  gives 

•.  weight,  aignificance,  wn-.u.  nu|M.rt      S.>  murh  that 
be  wrote  leaves  upon  us  the  impression  of  a  musical  extrav- 
aganza.    Perhaps  these  words  just  quoted  belong  to  those 
ranees  of  Tieck— of  here  are  many,— 

\\ln.h  h.    preached,  but  never  thought  important  enough 
to  follow  Ininsrlr     N..;  he  means  to  be  taken  seriously  in 

tin-*  QSjM, 

s  then  Die  Elf  en  a  meaning  f    Assumlly.  if  th<-re  be 

any.  it  cannot  b<-  »t  t.-ll  us  of 

And  the  Marchen  may  well  be  read  without  any 

suspicion   that   anything   further  is  meant  by   it. 

should  be  so.    If  there  be  any  symbolism,  this  is  the  right 

: mates  itself  as  a  ft><  introduces  itself 

th«-  hi. Men  meaning  of  a  flower;  and  wh<-n  we  have 

i  it.  it  seems  like  a  happy  revel  ke  something 

•  and  wise.    This  seems  to  be  the  meaning:    The 

•_r  care  of  divine  Providence  is  always  with  us, 

i:h  sometimes  hidden   in  jiM   those  thinirs  whieh  we 

think  least  of.    Trust  in  ice,  and  you 

prosper!     Yet  this  tnist   must   not  be  a  blind  unwitting 

tun   <>ne  founded  mi   intelligent  obedience  to  divine 

laws.    Obey  and  you  will  prosper!    If  this  be  the  meaning 

•Cf.    Tiaek'a  works,   VoL  IV,  p.   12  L 
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of  the  tale,  it  is  as  wise  a  kernel  of  truth  as  our  relation 
with  God  can  teach.  Yet  it  is  a  hard  lesson  to  learn,  which 
s  harder  the  older  we  grow.  When  Zerina  took  final 
leave  of  Elfrieda,  she  embraced  her  and  said:  ".My  <itar 
e  hi  Id,  it  is  not  your  fault;  but  the  people  of  the  world  will 
never  grow  wise,  however  knowing  they  may  think  thnn- 
selves." 

In  Tieck's  Marchen,  Die  Freunde,  the  hero,  Ludwig,  was 
on  his  way  to  visit  a  dear  friend  who  was  seriously  ill. 
The  road  led  through  a  forest.  To  read  over  again  his 
friend's  last  sad  letter,  he  seated  himself  on  a  tree  trunk. 
There  he  fell  asleep  and  had  a  dream,  and  in  this  dream 
he  was  transported  into  fairyland. 

How  different  was  this  fairyland  from  that  in  which 
Mary  lived  seven  happy  years!  The  latter  became  a  part 
of  Mary's  own  life.  It  was  a  dream  play  in  which  she 
herself  was  one  of  the  players.  But  here  in  Die  Freunde 
it  was  more  like  a  great  spectacle  in  which  Ludwig  was 
only  a  looker-on.  No  one  played  with  him.  One  day, 
while  he  was  walking  through  the  tropical  gardens  of  the 
gorgeous  fairy  world,  he  met  a  stranger,  who  greeted  him 
very  pleasantly  and  said: 

"How  glad  I  am  to  see  you  again." 

"I  don't  know  you,1'  answered  Ludwig. 

"That  may  well  be,"  replied  the  stranger,  "yet  there 
was  a  time  when  you  knew  me  well.  Don't  you  know  me! 
I  am  your  friend  who  was  ill. ' ' 

"Impossible!     I  don't  know  you  at  all!" 

"That's  only  because  you  see  me  to-day  as  I  truly  am," 
the  stranger  replied;  "formerly  you  saw  only  your  own 
self  in  me.  You  will  do  well,  therefore  to  remain  in  this 
land,  for  here  is  no  friendship  nor  love, — here  all  earthly 
illusions  have  come  to  an  end." 

Ludwig  sat  down  and  wept. 

"What  ails  you?"  the  stranger  asked. 
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I  weep  became  700  say  you  are  my  friend.    IB  this  not 

•let  Oh,  oome  back  with  me  to  our  dear  earth,  where 
we  can  recognize  one  another  and  where  there  is  a  belief 

iendship.    This  place  here  is  not  for  u*  <  'ome 

hack  with  mo,  be  my  friend  as  you  were  once  before,  l<  t 
us  flee  from  this  dreary  place,  this  desert  of  misery  in 
the  midst  of  splend- 

At  this  moment,  Ludwig  awoke  from  his  slumber  on 
the  tree  trunk,  and  found  himself  in  the  affectionate 
t-FMi.ri.-r  "f  hi*  friend,  who,  in  the  meantime,  had  recovered 

his  sickness,  and  had  passed  along  the  same  road  on 
way  to  his  friend,  Ludwig. 

H  is  certainly  not  a  child's  story.  It  involves  a  pro- 
found  human  problem,  and  places  a  large  interrogation 
mark  after  our  inquiry  concerning  the  nature  of  the  other 
world  to  which,  as  some  of  us  believe,  we  may  go.  Will 
love  be  there?  Will  friendship  be  there  f  Shall  we  recog- 

there  those  we  have  known  here!  Tieck,  in  the  mood 
of  the  doubting  Thomas,  as  author  of  AbdaUah  and 
William  Lovtll,  puts  these  questions.  Like  Tieck,  none  of 
us,  to  be  sure,  can  answer  these  questions,  though  if  we 
hope  for  immortality,  we  generally  assume  that  love  and 

ill  not  be  lacking. 

It  will  be  remembered  that  the  little  boy,  Phantasm, 
who  conducted  Tieck  through  fairyland,  showed  him  a  cave, 
in  \\ }}'.'•}}  a  man  in  black  was  seated,  with  a  golden  staff  in 
his  hand,  telling  stories  to  a  young  woman.  It  was  Terror. 

man  had  not  had  his  say  in  Dfo  El  fen  nor  in 
Freunde.    He  had  blinked  into  the  Mlrchenwelt  from  afar 
ofT.  but  his  presence  was  not  materially  perceived.     The 
supernatural  world  was  represented  as  a  place  beautiful 

friendly,  in  which  one  could  play.  or.  if  not  that,  as  a 
plac.  iy  attractions,  to  which  one  might  go  and  be 

welcomed,  and  from  which  one  might  retreat  again  for 

sake  of  the  world's  own  loveliness.    Not  so  in  0*r 
2G7 
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/.    II-  re  Hi'-  supernatural  is  a  terriMe  power, 

\\hieh  l;i\s  ln>ld  up<>n  man  ;m,i  <-!iM,rs  1<>  him  iiiid  pursues 
him  whithersoever  he  <^>es.  In  fain  are  li  to  shake 

it  off.      In    />ir    /  -obedience   is   followed   by   a   with- 

drawal of  fairy   '•  nee;   in   D<  r  hl<.n<!<    I  it    is 

followed  liy  peiNeeuiinii  and  tortnn-. 

n-li«-ii  l»r-ins  with  1h»-  i-arly  liisti.ry  <•)'   Krkbrrt 's 
Ilia.      She  had   run  >i:i   h.-r  parents  when 

a  rhild.  and  had  conic  to  live  with  an  old  woman  who 
owned  a  marvelous  bird.  This  bird  could  sing  a  pretty 
song  that  it  repeated  frequently.  We  must  know  this  song, 
for  it  is  an  important  one  in  the  history  of  the  Romantic 
School.  Aug.  Wilh.  Schlegel  once  said  of  it  that  it  was 
a  perfect  crystal i xat ion  of  Tieck's  whole  poetic  activity, 
the  quintessence  of  all  he  had  ever  written.  Thus  ran 
the  bird's  song: — 

' '  Waldeinsamkeit 
Die  mich  erfreut, 
So  morgen  wie  heut' 
In  ew'ger  Zeit : 
O,  wie  mich  freut 
Waldeinsamkeit ! ' " 

Bertha  lived  there  several  years.  Finally  a  Innjin^ 
seized  her  to  return  home.  So  far  so  good.  Perhaps 
nothing  would  have  come  of  the  matter.  But  when  she 


•Carlyle  translates:— 

"Alone  in  wood  so  gay 
'Tis  good  to  stay 
Morrow  like  to-day 
Forever  and  aye: 
O,  I  do  love  to  stay 
Alone  in  wood  so  gay."    ' 

It  is  a  beautiful  translation,  yet  defective,  because  not  the  gayneM 
of  the  wood,  but  the  feeling  of  loneliness  and  solitude  experienced  in 
its  midst  is  what  gave  pleasure  to  the  romanticists. 
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finally  went  away,  nh«  took  the  bird  along  with  her,  not 

became  ahe  eared  for  it*  song,  but  beeaoae  every  day  it 

an  egg  with  a  pearl  or  diamond  in  it    She  wanted  to 

make  sure  of  thia  treasure.    Thin  waa  the  sinful  atep  in  her 

way  ahe  became  frightened  because  the  bird 

had  suddenly  changed  ita  song;  and  therefore  ahe  killed  the 

She  returned  to  her  own  country,  found  the  kn 
Eekbert,  and   married   him.     Many  yeara  paaaed.     The 

18  in  that  lonely  valley  of  the  supernatural  Lt 

the  distant  past.    Life  went  on  peacefully,  and  it  seemed 

hrrv  was  a  great  chaam  between  what  waa  onee  and 

what  waa  now.    But  only  seemingly  so.    The  supernatural 

\\as  .-IMS,-  to  hi-r  au.l   h.-r  husluind.  ami  •  •mh"«l!..i    ,•„ -!f   :r, 

several    personalities    from    which    they   could    not   flee 

had  a   fri«-nd.    Walter  was  his  name;  an  only 

•\v  lived  a  very  quiet  life.    But  one  day  they 

discovered  to   t)  r  amazement  that  Walter  knew 

the  secret  of  Bertha's  past  history.    It  was  a  most  terrible 

discovery      !•    <  onsequence  Bertha  fell  ill  and  died.     A 

f  hatred  arose  in  Eekbert 'a  heart  toward  his  friend 

Walter,  who  appeared   t..   him   no  longer  human  but    in 

alliance  with  the  spirit  world.     He  killed   him.     For  a 

moment  he  felt  reliev«-d.  :>•  for  a  moment;  for  the 

txxlied   itself  soon  thereafter  in  another 

pern*  Hugo,  for  whom  Eekbert  had  formed  a  new 

despair,  he  fled.     He  came  into  a  wood 

nml  lost  his  way.    A  peasant  crossed  his  path;  a  quirk 

look  and  he  saw  that  it  was  again  Walter  in  disguise. 

nraed  by  the  Furies,  Eekbert  sped  on.    The 

barking  of  a  dog  and  the  song  of  a  bird  fell  upon  his 

Ho  became  -ied  with  reminiscences  and  premo- 

na.     Once  more  the  supernatural   approached   him. 

time  in  the  guise  of  the  old  woman  with  whom  his 

had   lived. 

Fave  you  come  to  return  my  bird!"  the  cried  in  a 
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us  voice,  "my  pearls  f  my  dog?  Punishment  follows 
upon  the  heels  of  crime.  I  am  none  other  than  your  iYimd 
Walter,  your  Hugo." 

It  is  a  fearful  tale  with  a  fearful  meaning.  Yet  th<« 
terror  depicted  is  perhaps  no  greater  than  the  fur  inns 
tumult  in  the  criminal's  conscience  that  leaves  him 
no  rest.  In  one  form  or  another  the  memories  of  his 
crinic  haunt  him  along  the  pathway  of  his  life.  Flee 
who  can  from  crime,  it  will  follow  him  unto  the  end  of 
his  days. 

A  yet  more  weird  tale  is  Der  Runenberg, — powerful, 
highly  imaginative,  profoundly  mystic.  With  T< 
associates  itself  yet  another  force.  It  is  that  power  which 
appeared  in  that  monstrous  face  which  little  Phaut asus 
had  conjured  up  in  wonderland  as  a  fitting  climax  to  all 
preceding  wonders, — the  face  of  the  great  Weltgeist.  We 
have  met  this  power  also  in  the  Elfen,  working  under- 
ground in  the  streamlets  of  water  and  heat  that  fed  and 
nourished  gardens  and  fields.  Here  we  hardly  rrrmrni/.*' 
its  presence,  disguised  as  sweet,  gentle,  and  loving  fa 
But  it  is  terrible  in  the  Runenberg.  It  professes  friendship 
for  man,  yet  it  is  like  playing  with  fire  to  accept  it.  We 
would  rather  keep  away  from  it.  What  would  Christian, 
the  unfortunate  hero  of  the  tale,  not  have  given  if  he  n»  V.T 
had  had  any  dealings  with  it!  We  can  hardly  call  tin's 
power  "Weltgeist" — certainly  not  in  the  sens* 
Schelling's  nature  philosophy;  it  is  something  far  more 
mystical.  It  is  presented  to  us  as  that  strange  powor  in 
nature  which  was  in  the  first  days  of  the  earth's  history, 
before  man  was,  before  the  plant  was — in  the  remote  days 
of  mineral  life;  the  power  of  the  wild  and  primitive  and 
primordial  in  nature  as  opposed  to  its  later  more  pear-<  ful 
and  cultivated  phases. 

Christian  in  his  younger  years  loved  the  primitive  in 
nature,  and,  therefore,  primitive  nature  loved  him,  and 
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It  forced  itaelf  upon  him;  it  allured  hi* 

•onset  by  appearing  before  him   in  amorous  beauty;  it 

embedded  itaelf  in  the  secret  receaaea  of  hi*  aoul  by  magic 

mean*;  it  worked  upon  his  mind  robbing  it  of  it*  healthy 

al  ways  of  think  irew  him  away  from  wife 

iiil'l  and  father  and  home,  and  engulfed  him  in  un- 

m  was  once  hunting  in  the  deep  forest  of  the 
s  when,  in  response  to  an  inner  voice,  he  was  led 
m  from  his  path.    Up  on  tho  m 

in  the  evening  light,  lay  the  ruins  of  the  castle  of  Kunen- 
Some  secret  power  directed  his  steps  there.  He 
travel. M!  mi  The  country  became  wild  and  primeval,  the 
way  steep  and  dangerous.  Finally,  the  path  stopped,  and 
he  fonn-1  himself  •lin---tly  in  front  of  one  of  the  windows 
of  the  castle.  Looking  in  he  beheld  a  woman  of  si; 

y.    She  was  aware  of  his  presence;  for, 
a  little  while,  she  stepped  to  a  golden  closet,  took  from  it 
a  magic  •  fully  wrought,   inlaid   with   pn 

stones  an  ><H!  with  mysterious  ciphers,  and  handed 

him      Tie  seized  it,  and  from  this  moment  his  soul 
became  bound  to  the  spirit  of  primitive  nature.     At  this 
point  the  story  miirht  at  once  have  told  us  the  terrible  con- 
nees  that  f«.il,,\ved  this  mystic  union.    Yet  they  were 

When    Christian   awoke   the   next   morning,   he    found 

himself  on  a  green  hill.    Tie  descended,  and  came  into  a 

ly  village  which  '  >t  gardens  and  fields. 

von  tho  affections  of  the  people,  found  a 

dear  wife  in  pr  aboth.  and  became  a  well-to-do 

T  and  a  hnppy  man.     Five  years  passed.    One  day 

mger  came  to  them,  and  left  with  Christian  a  b 

From  tbnt  time  a  change  eame  over  him.     Th- 

of  mist  thnt  had  hung  before  his  memory  began  to  lift. 

longing  for  primitive  nature  reawakened.     The 
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gold  pieces  the  stranger  had  left  had  a  bewitching  influenced  '•! 
He  counted  them  many  times,  even  in  the  night,  and  a 
mysterious  power,  an  indescribable  joy  passed  over  him 
when  he  touched  them.    Visions  of  the  castle  of  Run*  n)><  r^ 
and  of  the  beautiful  princess  and  of  the  magic  tablet  a 
from  the  dark  background  of  his  memory.    He  awoke  as 
from  a  long  sleep,  and  wondered  how  he  could  have  I'm-d 
for  so  many  years  in  this  quiet  village  away  from  her,  the 
princess,  who  was  waiting  for  him.     He  left  the  vi: 
and  went  into  the  shadows  of  the  neighboring  wood.     !!•• 
had  not  gone  far  when  he  saw  a  man  approaching,  who 
looked  like  the  stranger  that  had  left  the  bag  of  gold ;  but 
when  this  man  came  nearer  his  figure  changed  suddenly 
into  that  of  an   old  woman.     "Who   are  you!"   a 
Christian.     "I  am  the  Waldweib,"  she  answered;  "have 
you  never  known  me?"    With  these  words  she  turned  and 
walked  away,  and  it  seemed  to  Christian  as  if  he  saw  glit- 
tering among  the  green  of  the  trees  the  golden  veil,  the 
high,  noble  stature  of  the  beautiful  princess  of  the  castle 
of  Runenberg.  He  hastened  after  her,  but  she  had  vanished. 
A  bright  object  in  the  grass  attracted  his  attention.     lie 
lifted  it  up;  it  was  the  magic  tablet  that  he  had  lost  many 
years  ago. 

What  could  any  normal  man  have  done  under  theeJ 
circumstances T    He  who  sees  with  rational  eyes  the  things 
of  the  visible  world  keeps  in  touch  with  his  own  tiim   ,md 
his  own  people  and  is  as  one  among  them;  but  Chri 
who  had  obtained  a  glimpse  of  the  other  world.  emild  no 
"T  remain  identified  with  his  fellow  beings.    To  them  he 
appeared  a  madman,  for  he  talked  about  supernatural  thinirs 
they  could  not  comprehend.    And  he  was  indeed  a  ma<i 
One  day  he  was  gone.    We  are  told  he  went  to  the 
nature,  to  her  dark  chamber,  where  the  diamond  trlmvs 
and  rocks  are  born.     And  the  princess  was  his  niistre*! 
But  as  to  whether  he  was  truly  happy  we  are  left  in  d<>ubt. 
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IV 

Tieck  was  brooding  over  the  fatalitien  of  thw  world, 
when  little  Phantoms  came  and  led  him  hack  to  childhood 
days.  Thk  occurred  n«>t  -nee  but  several  time*.  Tieek 
could  not  sustain  a  childlike  faith  very  long.  He  lapsed 
back  too  easily  into  anxious  though*  He  was  a  don 
The  other  worl<l  <ii<l  not  stand  out  in  sufficiently  dear  light 
before  his  eyes.  There  is  a  gloom,  an  unpleasantly  mystic 
atmosphere,  about  these  fairy  take.  We  cannot  derive 
much  comfort  from  them.  They  leave  the  impression  that 
the  author  had  heard  others  talk  about  the  supernatural 
world  but  never  had  been  blessed  with  the  good  fortune 
to  be  t  h.-n-  hims.  If  lie  does  not  speak  with  that  assurance 
; nations,  with  that  hopefulness  of  one  that  has 
s  own  eyes. 

When  we,   with   these  characteristics  of  Tieek   in  our 
mi  M.I.  turn  to  Novalis.  we  see  an  entirely  differ*  -nt  man 
ro  us.    Novalis  is  the  other  of  the  two  writers  of  fairy 
tales  in  the  Romantic  School.    In  point  of  time  he  follows 
it  we  must  not  on  this  account  think  of  any  con- 
trolling influence  exercised  by  the  one  upon  the  oth«-r.     H« 
<li«l  •  as  much  fiction  commonly  bearing  the  name 

of  Marehen  as  Tieek;  nevertheless,  li  purer,  more 

mithentie  Marehen  ui  two.    We  are  under  the 

sp.-ll  of  a  different  personality  when  we  read  Novalis.    The 
atmosphere  which  he  conjures  up  before  our 
the  core.    Novalis  needed  not  to  be 
i  into  fairyland,  he  lived  there  always.    He  was  born 

wis  ter 

.tally  a  chiM     To  be  suiv  h«-  lived  in  the  ,-ijrht^nth 
tmppine*  of  that  age  were  upon  him. 
rtheless  he  was  a  .-hil.l.     We  may  call  him  a  wise 
ohil.l.  a  philosoj.hie  child  or  a  philowpher  with  a  eh 
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mind,  it  matters  not;  we  cannot  think  of  him  without 
thinking  of  a  child.  Because  of  this,  he  had  an  indomitable 
faith  in  the  supernatural  Indeed  in  his  presence  the 
supernatural  ceased  to  be  supernatural  and  became  natural. 
When  he  speaks  to  us  of  the  other  world,  its  doors  are 
swung  wide  open.  We  are  not  asked  to  grope  on  the  \ 
of  the  unseen,  but  are  placed  at  once  in  the  midst  of  it. 
To  Novalis  all  things  had  the  characteristics  of  a  Miiivln-n, 
and  to  him  the  child  was  wiser  than  the  adult  man.1 

We  shall  not  go  too  far  when  we  say  that  nearly  e\ 
thing  Novalis  wrote  has  the  flavor  of  a  fairy  ta1< 
his  Epigrams,  these  wise  sayings  on  all  imaginable  philo- 
sophic subjects.    They  would  not  possess  the  weight  tin -y 
have,  were  they  not  illumined  by  the  atmosphere  of  the 
hen.     There  is  hardly  a  page  that  does  not  put   us 
plump  down  into  the  supernatural  as  though  it  were  the 
real.     That  was  his  method  of  thought.     He  was  fully 
aware  of  it.    He  believed  himself  endowed  with  the  p 
of  a  priori  vision,  which  could  penetrate   directly    into 
the  heart  of  the  spirit  world.     He  considered  himself  a 
magician.     Drawing  the  divine  from   heaven,   he   put   it 
upon  the  earth  as  though  it  belonged  there.     Tn  r«a<liu'_r 
his  epigrams  you  really  walk  through  the  avenues  of  a 
great  wonderland,  through  gardens  where  strange  fl< 
grow  that  we  have  never  seen;  and  as  we  look  from  one 
to  the  other,  we  lose  our  sense  of  proportion,  and  I 
that  we  are  reading  philosophy. 

The  same  is  true,  even  in  a  still   larger  measure,   of 
Novalis'  other  prineipal  writings,  of  h   rnn   <> 

dincjen  and  Die  Lehrlinge  von  Sais.     These  writing 
often  called  novels  (Romane) ;  but  that  is  only  a  ir- 
name.     They  give  us  to  be  sure  the  life  record  of  an 
individual,  yet  this  record  is  so  intertwine*!   with  super- 
natural things,  that  it  ceases  to  be  a  record  of  this 
KJf.    Novalis'  works  (Heilborn),  Vol.  II,  pp.  468  and  521. 
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takes  on  the  poetic  guise  of  a  fairy  tale.    There  was  a 

when  the  novel  appeared  to  the  romanticists  the 

Mat  literary  form.    Goethe  had  demonstrated  that  to 


they  considered  the  greatest  literary  product  of  the  age. 
It  was  the  form  in  \\lu--li  the  genesis  and  successive  stages 
human  ego's  development  could  be  most  adequately 
The  lyric  was  the  expression  of  only  one  kind 
of  mood— the  mood  of  the  moment,  as  was  landscape  in 
:•«•,  or  a  piece  of  music.    But  the  novel  could  give  the 
successive  stages  in  the  history  of  a  whole  life.    On  this 
basis  Tieck's  SUrnbald  and  Nova!       // .  inricA  von  0 
diny0»  and  Die  Lckrlinge  von  Sou  were  planned.     Tet 
how  different  these  novels  of  Novalis  are  when  compared 
unli  that  of  Goethe.    They  are  dissolved  into  a  fluid  of 
sm,  and  thus  assume  the  form  of  fairy  tales. 
But  also  in  a  stricter  sense  was  Novalis  a  fairy  tale  writer. 
ich  of  these  novels,  in  Die  Lehrtinge  von  Sou  and 
Ucinrich  von  Ofterdingen,  Novalis  placed  an  ornamental 
centerpiece,  a  tale,  to  which  he  gave  the  special  name 
n."    They  are  different  in  type,  the  former  con- 
nects itself  more  with  the  tales  of  Tieck,  the  latter  more 

i  Goethe's  Marc  ken. 

Hyacinth  und  Kosenbliitchen  (1799)  is  the  name  of  one 

is  the  pearl  of  romantic  fairy  tales.      It  has 

a  sin  and  freshness  that  remind  us  of  the  first 

ig  buds,  and  a  winsomeness  that  never  tires  however 

many  times  we  may  read  it    Only  Novalis  could  have 

•   in  the  eighteenth  century      It  is  so  genuine  in 

its  simplicity  that  we  are  much  surprised  when  first  told 

.t  lias  a  meaning.    We  really  do  not  care  for  any 

meaning,  and  a  consciousness  of  a  meaning  only  interferes 

the   unalloyed  pleasure  which  the  story  otherwise 

gives  us.    Yet  we  must  know  its  meaning  if  we  wish  to 

understand  Novalis  as  a  writer  of  fairy  tales;  for  the 
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fairy  tale  was  to  him  not  a  mere  child's  toy,  but  that  one 
literary  form  of  all  forms  best  suited  to  the  treatment  of 
the  greatest  human  problems. 

<>ne  of  the  profoundest  conceptions  of  the  latter  half 
of  the  eighteenth  century,  one  which  lay  very  close  to  the 
heart  of  our  writers,  dealt  with  the  relation  of  man  to 
nature.  The  thoughtful  minds  of  the  eighteenth  century 
were  filled  with  intense  longing  to  comprehend,  to  the 
fullest  extent,  nature's  true  essence,  her  mysterious  work- 
ings, her  life,  her  spirit — the  Naturgeist,  the  Weltgeist  1 1 
was  a  longing  to  become,  if  possible,  more  intimately  joined 
to,  and  one  with,  the  Great  All;  for  the  reason  that  this 
Centre  was  the  source  of  all  spiritual  life.  At  bottom,  it 
was  practically  the  same  problem  which  Novalis  treated  in 
his  Hymns  to  the  Night.  In  the  childhood  days  of  the 
human  race — this  is  Novalis'  way  of  looking  at  the  matter 
— man  and  nature  were  lovingly  united;  but,  since  then, 
man  has  gone  astray,  has  wandered  away  from  the  SOUP-,- 
from  which  his  spiritual  life  came,  he  has  lost  it.  Could 
he  find  his  former  paradise  again?  In  the  Hymns  to  the 
Xiyht  paradise  is  conceived  to  be  the  Christian  heaven, 
the  home  of  all  loved  ones.  What  revealed  it  to  the  poet 
was  his  love  for  Sophia,  his  betrothed,  who  appeared  to 
him,  and  thus  proved  to  him  that  she  was  still  living  in 
another  home.  By  her  death  he  lost  an  earthly  maiden  and 
found  in  return  a  spiritual  one.  This  same  symbolic 
picture  is  also  in  the  fairy  tale  of  Hyacinth  und  Rosen- 
blutchen.  The  spiritual  life  embodied  in  nature  is  repre- 
sented as  a  goddess,  the  goddess  of  Sais,  a  divine  maiden, 
whose  face  is  veiled.  He  who  could  lift  the  veil  would 
behold  the  mystery  of  the  world.  He  would  be  allowed  to 
embrace  the  maiden,  and  become  one  with  nature.  The 
old  Adam  would  once  more  unite  himself  in  spiritual 
matrimony  with  Eve,  the  spiritual  maiden  of  paradise, 
before  he  fell  Hyacinth  in  the  fairy  tale  lifted  that  veil. 
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He  was  a  lovely  tx  late  he  had 

ru  had  teen  it  and  had  endeavored  in  every  way  to 
amuse  him.  The  gooae  told  him  fairy  tales,  the  brook  sang 

.1  a  ballad,  a  big  fat  stone  made  many  ridiculous  leapt, 
the  roae  stole  gently  behind  him  and  crept  in  to  nu  locks, 
and  the  ivy  tried  to  imooth  the  wrinkles  from  his  brow. 
NY  it  hal  he  was  well  and  happy.  He  was  in  km  *en- 

i»en  was  his  ehoeen  one,— a  girl  as  beautiful  as  a 
picture,  with  golden  hair,  cherry-red  lips,  and  raven-black 
eyes.  The  other  children  did  not  know  about  this  love. 
The  violet  was  the  first  to  see  it  She  told  it  in  eonfldeoee 

.«•  strawberry  and  the  strawberry  to  her  friend,  the 
gooseberry,  and  pretty  soon  the  whole  garden  and   • 
knew  u.     Whi-u  i  it,  voices  called  frum  all 

sides:  * 4  Rosenhlfltohfln  1st  iwrin  SehaUchen."  This 
annoyed  Hyacinth,  yet  he  had  to  laugh  too  when  the  little 
lizard  came  and  seated  himself  on  a  warm  stone  and 
wagged  his  tail  and  sang  a  love  song. 

;  this  bliss  was  soon  over.  One  day  an  old  man 
a  far-away  country.  He  had  a  long  white 
beard  and  bushy  eyebrows.  He  seated  himself  on  the 
bench  io  front  of  the  house.  Hyacinth  was  curious  and 
took  a  seat  beside  him.  Thereupon  the  old  man  began 
to  talk  to  Hyacinth,  and  told  him  many  strange  things. 

•  •  days  he  remained  there,  and  when  he  took  leave  of 
Hyacinth,  he  left  with  him  a  book  which  nobody  could 
read.  From  this  time  Hyacinth  was  entirely  changed.  He 
eared  not  for  nature  nor  for  Rosenblutchen  and  spent 
much  time  in  solitude.  But  strange  to  say  one  day  he 

ned  home  from  the  wood  a  new  man.  He  embraced 
his  parents  and  wept  bitterly.  "I  must  away,"  he  said, 

>  a  strange  country.    The  old  woman  in  the  wood  told 

me  how  to  get  well    Perhaps  I  shall  come  back,  perhaps 

I  should  like  to  tell  you  whither  I  go,  but  I  doot 

know  myself,— where  the  mother  of  all  things  lives,  the 

wn 
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Veiled   Maiden.     Farewell."      Ilvannlh    ran    auay    a.s 
as  he  could  through  valleys  and  woods,  and  <>\>T  mountains 
and  streams.    Every  one  he  asked  concerning  the  ma 
he  asked  men  and  animals,  rocks  and  trees.    Some  laughed, 
some  were  silent,  but  no  one  could  give  him  information. 
In  the  beginning,  the  country  was  wild  and  dre, 
mists  and  clouds  threw  themselves  in  his  way.     But  as 
he  pilgrimed  on  the  country  changed,  and  his  restlessness 
subsided.    Many  years  passed.    The  country  became  r. 
and  more  varied,  the  climate  warmer,  the  way  smooth*  r. 
His   longing   grew   more    fervid,    the   foliage    full-  r    and 
greener,  the  song  of  the  birds  sweeter,  the  fruits  ju 
the  air  more  balsamic,  and  his  love  more  passionate.    <  > in- 
day  he  met  a  clear  spring  and  a  multitude  of  flowers.    Tln-y 
greeted  him  pleasantly  in  a  language  he  could  understand. 
".My  dear  people,"  he  said,  "can  you  tell  me  \\hnv  I  may 
find  the  sacred  dwelling  of  the  goddess?    It  cannot  be  lar 
from  here."    "We  are  strangers  here  too,"  they  answered, 
"but  we  have  just  passed  through  a  country  where  we] 
heard  her  name  mentioned.     Go  up  this  valley  where  we 
came  from  j  they  will  tell  you  there. ' '    The  flowers  laughed 
as  they  said  it  and  went  their  way.    Hyacinth  journeyed 
on,  and  soon  saw  the  palace  of  the  goddess  concealed  among 
palms  and  other  exotic  plants.    His  heart  beat  with  infinite 
longing.    He  went  to  sleep,  for  only  in  a  dream  could  he 
see  the  holy  of  holies.     In  this  dream  he  passed  through 
many  chambers.    A  soft,  rapturous  music  bore  him  along. 
At  last  he  stood  before  the  goddess.    He  lifted  her  shining 
veil,  and — " Rosenbliitchen  fell  into  his  arms." 

Hyacinth  found  again  what  he  had  lost,  his  own  spiritual 
life,  and,  with  it,  the  oneness  with  nature,  the  paradisiacal 
innocence  of  his  childhood  days,  before  Philosophy  (the 
old  man)  had  turned  his  head.  How  sweetly  Novalis  has 
presented  this  problem  and  its  solution !  There  is  no  deep 
cave  mystery  about  it,  such  as  Tieck  has  presented  to  us  in 
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u n*n berg.    Nature  appeared  also  to  Tieck  in  the  form 

of  a  beautiful  woman  with  a  golden  veil ;  but  how  terrible 

was  that  woman,  and  how  tweet  Bosenbluteheu 

menacing  waa  Tieck'h  prmut.  friendly  that 

s!    No  dark  realm  of  the  underworld,  no  ground- 

i  bowed  figures,  no  mischief-makers,  no  frieudtt  of 
darkness,  but  an  atmoaphere  of  friendliness,  joyousness, 
and  luuooenoe.  There  waa  an  irreconcilable  antagonism  in 
Tieek'i  u.  ween  the  modern  man  and  the  man  oi 

in  the  childhood  days  of  the  human  race.    He  ouuhi 

-e  the  chasm,  Novalis  coni.l.     h   waa  easy  for  him 
tn    return    to    childhood,    and    therefore    the    char.; 
Hyacinth,   instead   of  becoming  a  madman   like  Tieck'a 
i mi  in  but  own  nature  all  that  waa  needed 

tie  maiden's  embrace.    The  maiden  was  already  w 
him.    the   childlike   surrender,    the   spiritual    fervor,    the 
passionate  love,  and  the  enduring  faith.    When  llyu 
reached  the  temple  and  stood  before  the  presence  of  the 
maiden,  he  was  no  longer  the  old  man.    The  years  of  search 
after  the  realization  of  his  inn.  r  vision  had  raised  him  in 

tual  stature  to  a  degree  \\hu-h  made  the  lifting  of 
nly  the  last  inevitable  step  of  the  passage 

it y.    The  corporeal  shell  was  with  this  last  step  broken, 
tli.-  \--.l  of  death  lifted,  and  spirit  joined  spirit. 

s  was  the  final  outcome  of  the  problem  and  its  pro- 

d    mysticism.       It    was    the    m  hilosoph; 

Dissolution  (Zerbrechung),  the  spiritual  metamorphosis 
which  Bohinc  had  preached,  and  which  in  the  mystic  philos- 
ophy of  the  time  had  found  varied  intrrprvtatimi.  Novalis 
gave  to  this  problem  literary  expression  in  the  Hymns  to 
the  Xight  and  in  Hcinruh  von  Oftcrdingcn.  But  in  the 
Marchen  of  Hyacinth  und  Kotenblutcken  it  is  set  forth  in 
most  beautiful  form. 


179 


(  HAl'TKK  XIV 

HEINKUH   VON  01TERDINGEN  THE  GOLDEN  AGE  AM) 
THE  BLUE  FLOWER 


THE  Golden  Age  of  the  romanticists,  as  it  has  been  pic- 
tured to  us  by  the  poet  of  the  Blue  Flower,  by  Novai 
situated  at  the  border  line  of  earth  and  heaven;  and  any 
attempt  to  expound  it  is  like  writing  a  treatise  on  tin- 
Christian's  belief  in  a  state  of  immortality. 

Man  has  always  loved  to  dream  of  a  golden  age;  in  fact 
of  two  golden  ages,  one  lying  in  the  past,  the  other  in  the 
future,  that  is,  at  the  two  extreme  poles  of  humanity.  It  is 
the  dream  of  the  loss  of  some  beautiful,  sacred  possession 
and  of  its  happy  return  at  some  future  time,  just  as  man 
dreams  in  winter  of  the  joys  of  the  spring  that  were  once 
and  may  come  again.  The  accounts  of  such  an  age  differ 
according  to  the  nation 's  state  of  culture.  Frequently,  only 
the  material,  physical  welfare  is  thought  of.  According  to 
Hesiod's  account,  men  lived  in  the  golden  age  of  the  past 
like  gods,  a  life  free  from  care,  and  from  the  fear  of 
wretched  old  age,  delighting  in  the  joys  of  perennial  fes- 
tivals. The  fields  bore  them  fruit,  much  and  ample,  and 
they  were  rich  in  flocks  and  gold  and  silver.  And  in  the 
Talmud  even  the  large  size  of  their  loaves  of  cake  is  spoken 
of,  also  the  great  length  of  the  kernels  of  their  wheat,  and 
the  exceeding  fineness  of  the  wool  of  which  their  garments 
were  made.  Often,  however,  as  in  the  Hebrew  Bible,  an 
ethical  element  appears.  Man  lived  originally  in  a  para- 
dise of  innocence  and  peace,  but  he  fell,  and  has  lived  ever 
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since  in  a  state  of  tin,  ever  hoping  for  a  time  when  he  may 
onoe  more  enter  into  a  state  of  moral  perfection.  The 
golden  age  of  the  Christian  world  is  an  age  of  moral  perlse- 
and  the  Christian's  belief  in  immorUlity  is  largely  an 
answer  to  his  longing  for  such  an  age. 

A  golden  age  of  physical  delights  could  certainly  have 
had  but  little  charm  for  our  romanticists, — poets, 
deuUlistt,  and  mystics  as  they  were;  a  golden  agi 
jH-rfWlion.    how.-vrr.    ua.s    \\.-ll    kn.mn    t.,    th.-i 

Orieh  Sehlegel  had  a  serious  talk  on  this  subject 
on  one  of  the  first  eveningi  of  their  acquaintance,  when 
they  were  students  at  Leipzig,  scarce  nineteen  years  of  age. 

it  was  not  a  golden  age  of  this  kind  the  romintieists 
dreamed  of.  Their  Golden  Age  was  not  one  of  plenty,  nor 
primarily  one  of  sinlossposs,  bat  one  of  poetry  snd  love. 
This  is  the  peculiar  characteristic  of  the  Golden  Age  of  our 
romantic  writers.  It  is  sn  enthusiastic  dream  of  a  life 
hereafter  in  which  love  snd  poetry  reign. 

•  age  in  which  our  romanticists  lived,  at  the  end  of 
the  eighteenth  century,  was  an  age  of  enthusiasm.  Msdsmn 
de  Stael,  one  of  the  literary  historians  of  that  period,  was 
so  much  impressed  with  this  phenomenon  that  she  delib- 
erately called  enthusiasm  the  truly  distingnishhig  tra 
the  German  nation.1  This  was  certainly  true  of  our  roman- 
ticists, with  whom  the  word  had  an  exalted  meaning,  as 

!islly  with  the  Greeks;  namely,  "God  in  you;"  for 
that  is  what  they  actually  believed,— "God  was  working  in 
them  P  ilream  of  a  Golden  Age  of  Romantic  poetry 

was  a  dream  of  rapturous  enthusiasm.  Yet  they  had  some 
good  reason  for  such  a  dream.  Whatever  their  mistakes 
and  delusions  may  have  been,  it  is  certainly  true  that, 
except  for  s  few  great  literary  epochs  of  the  world.  th»>n» 
never  was  so  much  sap  flowing,  so  many  stirring  and 
shaping  spiritual  forces  in  almost  every  domain  of  human 
*Cf.  £•  I'JJtaMfM.  Put  IV,  Cfteptar  XL 
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endeavor.  It  was  an  age  of  so  much  liberality  of  thought, 
ardor  of  feeling,  inspiring  idealism,  genuine  outi  lowering 
in  poetry  and  philosophy,  that  susceptible  minds  could  n<>t 
but  be  filled  with  enthusiasm  and  could  not  but  dimh 
and  joyously  hope  that  the  greatness  of  their  own  ti un- 
it in  no  distant  future  1*  a«l  to  a  real  Golden  Age.1 

This  coming  era  and  its  possibilities  occupied  s<>  promi- 
nent a  position  in  the  mental  life  of  the  romanticists  that 
Novalis,  their  most  formative  genius,  thought  it  well   to 
make   this  topic  the  subject  matter  of  his  chief   v 
Heinrich  von   Ofterdingen    (1799-1801).     In  this    novel, 
really  a  unique  species  of  literary  production,  and  com- ' 
posed   like   a  mosaic   of  many   individual  colored   parts, 
Novalis  has  pictured  for  us  in  the  person  of  the 
Ileinrich,  really  Novalis  himself,  the  great  poet  cli">. -n  by 
Providence  to  make  to  mankind  the  announcement  of  tin- 
new  age.    And  in  the  centre  of  this  mosaic  he  has  set  an 
elaborate,  curiously  wrought  fairy  tale,  having  its  own 
designs  and  color-schemes ;  in  it  are  presented  the  difi'< 
historical  forces  needed  for  the  reconstruction  of  the  worM. 

The  fairy  tale  was  to  Novalis  the  most  precious  of  all 
literary  species,  the  one  best  adapted  for  the  representation 
of  profound,  spiritual  truths.  "The  genuine  Marchen," 
he  declares,  "must  be  at  once  a  representation  proph-  -tie, 
ideal,  and  absolutely  universal  in  value.  The  genuine 
Marchendichter  is  a  seer  of  the  future. "  In  his  beautiful 
Hyacinth  und  Rosenbliitchen,  he  had  already  shown  him- 
self a  master  of  the  fairy  tale,*  and  here  again  chose  it  as 
the  vehicle  for  his  great  subject.  The  meaning  of  the  wh«>l«' 

'The  interest  in  a  golden  age,  past  and  future,  was  not  confined  to 
the  romanticists.  Among  others,  Hemsterhuis,  the  Dutch  philosopher, 
published  in  1789  his  Alexis  or  the  Golden  Age,  which  was  translated, 
the  same  year,  into  German,  and  was  well  known  to  the  romanticists. 
I  have  found  no  influence  from  this  source. 

1  feel  convinced  that  Hyacinth  und  Eosenbliitchen  was  written  first, 
and  the  Mdrchcn  in  Heinrich  von  Ofterdingen  afterwards. 
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novel  focuses  upon  thin  fairy  tale,  which  offen  betides  the 
•  ional  interest  of  representing,  aa  it  were  in  ant* 

'.  Schlegel's  enthusiastic  call  to  hia  fellow  writers, 
a  literary  effort  to  reconstruct  for  his  time  a  new  mythol- 
ogy, a  new  *  it*.1 

•  ale  baa  for  ita  subject  matter  the  portrayal  of 

v  age  of  poet  ita  characters  it  preaenta  to  oa  the 

•u. 1 1   force*  at  work  in  overcoming  preaent 

ne  conditiona  and  in  preparing  the  golden  epoch. 

That  the  world  is  at  preaent  suffering  because  poetry  and 

love  and  peace  do  not  reign,  ia  the  general  conception ;  but 

1  come  when  the  conditiona  aa  they  once  were 

in  the  golden  days  of  the  past  will  reappear. 

This  f.-ury  tale  preaenta  great  difficult ie«.  ariaing  from 
the  profundity  <>f  the  subject  matter  and  the  metb« 

The  character*  of  the  tale  are  allegorical 
fifnire*,  personifications  of  fundamental  spiritual  principles. 
More  than  that,  they  are  mythological  figures,  new  divini 
ties  sprun-r  fmm  the  poet's  imagination,  and  unless  we 
know  what  these  figures  stan-1  meaning  of  th.- 

just  as  we  should  fail  to  understand  a  large 
»f  what  the  Greeks  or  Romans  wrote,  were  we 
rant  of  the  mythological  figures  of  their  Olympian 
gods, — Jupi-  is,  Juno,  or  the  Muses. 

Th. -TV  is  a  kinp.— Arctur  is  his  name,— and  a  princess, 
his  daughter,  wbo  live  in  a  state  of  enchantment  in 

rtb,  surrounded  by  iee  and  snow.     The 


'I  wrote  for  thti  book  a  special  chapter  on  "Poetry  and 
Mythology."   to   which   I   aemigned    a   place  between   the 
fairy  talc*  and  thi§  present  chapter.    I  fariasi, 

une  T  had  some  misfiring*  that  the  subject  matter 
mijrht  be  considered  too  technical  I  did  to  with  ranch  regret.  The 
•object  to  highly  deserving  of  epecial  treatment,  and  opens  to  w  a 
broad  rinta  opoa  the  poetic  life  of  oar  writer*;  for  "•rthology 
poetry,"  to  the  words  of  Friedrich  SchkgtJ,  were  to  the 
"one  and  Inseparable." 
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king  represents  the  Divine  Principle,  the  princess,  P 
are  waiting  to  be  released.     This  release  mm 
them  from  the  earth;  from  a  literary  household     a  roman- 
tic household — personifying  the  romantic  movement   itself 
in  its  struggle  for  the  reinstatement  of  poetry.    Tlx-r 
a  father  and  a  mother,  who  have  a  little  boy.    And  th<n  is 
a  nurse,  in  charge  of  a  little  girl;  and  a  clerk;  and  a  noble 
woman,  much  revered  by  the  family,  who  is  said  to  minister 
t«>  the  religious  wants  of  the  household.    Every  one  of  theJ 
persons  stands  for  a  definite  principle  in  the  romantic 
movement.      The    father   represents    Artistic    Sense;    the 
mother,  Heart,  that  is,  the  emotional  element  of  th«-  D 
ment;  their  little  boy,  Love;  the  nurse,  Imagination;  the 
little  girl,  Poetry;  the  clerk.  Rationalism,  that  is,  that  fnm» 
of  the  time  against  which  the  romanticists  fought.     The 
noble  woman,  Sophia  is  her  name,  who  ministers  to  the 
religious  wants  of  the  household,  is  the  King's  wife.    Tt  is 
the  Divine  Maiden  with  whom  we  have  already  become 
acquainted  several  times.     In   Christian  terminology  wJ 
may  call  her  Christ,  the  son  of  God.    It  will  be  remembered 
that  in  the  Jlymns  to  the  Night  Sophia  is  also  called  Christ. 
She    shows    humanity    the    way    towards    the    spiritual 
kingdom. 

When  the  little  boy  (Love)  and  the  little  girl  (Poetry) 
had  grown  up,  a  great  commotion  occurred  in  the  house- 
hold. The  clerk  (Rationalism),  who  had  always  enter- 
d  a  feeling  of  intense  hatred  towards  the  whole  family, 
had  conceived,  with  the  help  of  some  of  the  servants,  the 
ng  idea  of  making  himself  master  of  the  hon^-hold. 
He  actually  succeeded  in  capturing  the  father  (Artistic 
Sense)  and  the  mother  (Heart),  and,  in  order  to  makr  his 
victory  complete,  he  burned  the  mother  to  death.  But 
tbis  act  of  savage  cruelty  was  not  to  accrue  to  his  benefit. 
The  sacrificial  death  of  Heart  turned  out  to  be  the  great 
historic  conflagration  which,  according  to  all  accounts, 
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was  to  precede  the  coming  of  the  Golden   Age.     The 

flame.  ATOM  from  the  earth  with  fearful  might,  brighter 

more  powerful  even  than  the  very  tun  itself.    They 

threw    themselves    with    flarnaneji    upon    the    ran,    the 

old  enemy  of  the  romanticist*  (Cf.  ffymfi*  to  tke  Night). 

sacked  and  burned  out  its  lif<>,  until  it  Ml   a  dead  black 

mass  of  dross,  into  the  ocean.    Then  they  moved  north  to 

tadel  and  melted  away  the  world  of  ice. 

h,  because  of  man's  coldness  of  heart,  had  grown  round 

1  kingdom.   Through  the  ingenuity  of  t ho 

•etry),  the  clerk  ( Rational  ism)  waa  overtone, 

an  1  th,  household  newly  established.    Out  she  went  to  all 

corners  of  the  world,  and  gathered  Heart's  ashes,  pot 

th.-in  into  an  urn.  and  carried  them  baek  home.    And  Sophia 

took  the  urn,  and  emptied  its  contents  into  her  bowl,  which 

contained  the  fluid  of  life,  and  made  an  effervescent  drink ; 

and.  as  they  drank  of  it.  th.-  voice  of  their  mother.  Heart. 

spake  within  them,  and  called  to  them,  and  filled  them  with 

indescribable  joy.    The  dawn  of  the  new  epoch  was  now 

at  hand;  the  romantic  cause,  which  stood  for  the  heart, 

•ij».  for  emotion,  for  love,  had  won.     At  Sophia's 

suggestion,  the  little  boy  and  the  little  girl   (Love  and 

Poetry)  started  now  on  a  journey  north  to  release  the  King 

and  the  Princess. 

m  in  arm.  Poetry  and  Love  went  forth  into  the  world, 
ami  wherever  they  appeared  new  lifV  budded  f«»rth.  glad- 
dening the  hearts  of  all  mankind.    A  new  and  wondrous 
•ig  came  upon  the  earth,  a  new  awakening  of  all  forces. 
The  earth  was  closer  to  the  Blue  Veil  (the  veil  of  Sophia. 

•ie  Maiden,  who  was  the  invisible  spiritual  ir. 

ami  p\«  n  the  moon  and  the  clouds  traveled  with  rejoicing 

•rth.    These  two  (Poetry  and  Love)  were  only  the 

•TR  of  a  long,  festive  procession,  in  whieh.  ultimately, 

the  whole  of  humanity  took  part  inarching  with  shoutings 

and  many  evidence*  of  an  inward  regeneration  towards 


HE1XKK  H  VON  OFTERDINGEN 

the  north.    Humanity  began  to  love  once  more,  to  sinp 
more,  to  declaim  once  more  in  verse  the  experience  s  «>f  its 
own  inner  life. 

rrived  at  the  castle.  On  its  lofty  terrace  st ood 
the  King  in  his  royal  robes  surrounded  by  thp  rrlinn.-  «f 
his  court.  The  great  folding  doors  of  the  hall  opened,  and 
there  lay  the  Princess  (Peace)  in  deep  sleep.  1 
hastened  to  her  side,  and  kiss.-d  lu-r.  Tlion-up-m  sin-  opmrd 
her  large  dark  eyes  and  recopni/cd  her  lover.  A  long  kiss 
sealed  the  marriage  bond  for  all  limp.  Down  from  the 
high  parapet  came  the  King  with  Sophia  by  his  side,  fol- 
lowed by  the  stars  of  heaven  and  nature's  secret  forces. 
He  took  his  royal  diadem  from  his  head,  and  fasten- 
around  Love's  golden  looks,  and  he  put  his  mantle  about 
him,  and  a  lily  in  his  hand.  And  Sophia  placed  a  crown 
upon  the  Princess*  brown  hair,  and  fastened  a  bracelet 
about  the  locked  hands  of  the  two  lovers.  Thus  Love  and 
Peace  were  crowned  rulers  of  the  new  golden  epoch.  And 

'iix,  the  bird  of  immortality,  arrived,  and  tn..k  flu-  lift  IP 
prirl  (Poetry)  upon  his  outstretched  wings;  and  a  distaff 
was  given  into  her  hand  to  spin  in  songs  divine  her  pold«-n 
threads  of  life.  And  Imagination  and  Artistic  Sense,  hpr 
new  lover,  came,  carried  by  the  people  in  triumphant  pro- 
cession. They  were  received  by  the  royal  couple  with  great 
honor,  and  were  chosen  by  them  to  be  their  governors  on 
parth.  Thus  we  have,  in  the  newly  established  rpalm  of 
romantic  power,  Love  and  Peace  as  royal  nilors.  Imagina- 
tion and  Artistic  Sense  as  their  representatives  on  earth: 

ry  on  thp  outstretched  wings  of  immortality:  and.  in 
thp  tpmple  of  heaven,  as  spiritual  rulers  forever .  thp  Kinir 
and  his  wife  Sophia.     Interesting  it  is  to  note  that  in  this 
spiritual  rpalm.  this  romanti'p  heaven,  no  mention  is 
of  thf  Christian   mythology.     Thprp  is  no  Christian 
nor  Christ,  nor  Virgin  Man-,  nor  saints,  nor  souls  of  the  de- 
parted, nor  angels.    It  is  an  Olympus  of  entirely  new  godf. 
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Bead  for  the  first  time,  this  fairy  tale  does  not  win  us, 

ta  allegorical  character  and  many  mythological  and 

.illusion*,  not  here  spoken  of,  detract  from  our 

• 

Ha  beauties  shine  forth,  beauties  of  the  spirit,  which  make 

themselves   felt   in   an    nithusiaMir    longing   and   joyous 

ne  when  all  strife  between  Head  and 

shall  have  come  to  an  end,  when  Love  and  Peace 

shall  be  the  atmosphere  in  which  man  lives,  when  Poetry 

be  the  gover  tigs,  when  Imagi- 

•i  shall  be  his  guide,  when  the  blue  canopy  of  the 

heavens,  the  veil  of  Sophia,  shall  ever  rvmin  f  the 

presence  of  r  When  we  have  found  these  beauties, 

we  shall  also  perceive  th<>  universal  value  of  the  Marchen. 

ad  against  Heart  and  Heart  against 

Bead  was  not  mm  ly  in  tin-  days  of  our  writers,  hut,  we 

know,  is  among  us  to-day.    Shall  L-  shall  P< 

ruli\  shall  the  experiences  of  man's  inin-r  liff   rule— or 

••e,  custom,  trad  it  inn.  the  necessities  of  an  external 

r  of  things! 


What  we  have  here  seen  represented  in  mythological  garb 

on  the  world's  great  theatre,  is  now  pictured  again,  but 

:it  perspective  ami  with  iliftVn-nt   lights  and 

s  and  color  schemes,  in  tin*  n<>\.  >i  \\hi.-li  th<- 

tale  is  only  the  centerpiece.     In  the  novel  we  are 

•  luced  to  an  individual  soul.  Heinrick  von  Oftcrd\*ge*. 

•  ho  is  to  lead  the  world  int..  th--  livrht  of 

'!  he  whole  novel,  according  to  Novalis*  plan, 

was  to  recortl  H.-inrich'a  history  in  two  parts,  Erwvrtung 

-i-tation      an. I    I'.rftillung   (fulfilment),  of  whi.-h  only 

irst  was  finished,  the  second  remaining  a  fragment 

this  record,  we  see  the  glimmering  and  gradual  awakening 
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of  the  life  of  the  poet  and  his  great  mission.    In  the  dark 
iousness  this  glimmering  takes  place, 
>r  spiritual  eyes  to  see  it.    Some  unseen   \> 
is  guMini:  him  in  this  mission,  which  is  vague  to 
and  only  dimly  perceptible  to  his  inner  vision,  hut 
ing  to  him  to  follow  its  lead.    It  is  the  Blue  Flower. 

Mm-h  has  been  said  about  this  Blue  Flower,  so  much  that 

it  has  almost  lost  its  spiritual  fragrance  and  the  beauty  of 

its   cl- •;:!*.    Mue   color.     It   has  not   always   been    ri-.rhtly 

:M«-d.  and  indeed  it  is  not  easy  to  explain.  l'<>r  words 

t  able  to  convey  the  evanescence  of  its  meanin<_r      It 

i>  longing,  and  more  than  longing;  love,  and  more  than 

love;  poetry,  and  more  than  poetry;  it  is  flu-  vision  of  the 

r.'old.-n  Age,  the  perfected  world  in  the  blu«   distance. 

Coursing  in  Heinrich's  veins,  imprinted  upon  the  <••  -11- 
wnrk  of  his  mind,  was  that  vision  of  the  Golden  Age;  yet 
not  clearly  outlined  as  we  have  seen  it  in  the  fairy  tale, 
but  only  as  a  vision  of  that  vision — as  a  blue  flower.    Once, 
when  a  little  boy,  he  had  a  dream.    He  found  himself  in 
a  distant  country,  in  unknown  regions.    He  traveled  n 
th«    oeean.    he  saw  strange   animals,   he   met   peop! 
different   nationalities,  he  was  in  war,  and   in  quiet   huts. 
he  was  made  prisoner  and  suffered  much.    Finally,  tov 
morning,  he  became  more  quiet,  and  the  images  of  his 
dream  assumed  a  clearer  and  more  definite  outline      H«- 
found  h  5 T7i self  in  a  dark  wood  ascending  a   ra 
mossy  stones.    Arriving  at  a  passage-way  cut  into  the  rock. 
he  entered,  and  finally  came  to  an  opening  where  h    found 
a  hasin  filled  with  sparkling  liquid.    First  he  put  his  hand 
in  it,  and  m<  his  lips,  then  he  took  his  garment^  ofT 

and  stepped  into  it.    A  heavenly  feeling  came  over  him.  a 
f  voluptuous  intoxication.    The  basin  opened  into 
a  stream,  alonjr  which  he  now  swam.    A  sweet  slumber  f«-ll 
on  him.  and  when  he  awoke  he  found  himself 
turf  at  the  margin  of  a  spring.    "The  daylight  wa«  brighter 
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yet  softer  than  be  had  ever  Men  it,  the  sky  was  of  the  dark- 
eat  blue,  and  absolutely  clear  Hut  what  astonished  him 
more  than  anything  clue,  waa  a  tall,  light  blue  flower, 
growing  at  the  spring  and  touching  him  with  iu  broad, 
glistening  leaves.  Round  about  grew  other  flowers,  and  the 
most  delicious  fragrance  filled  the  air  l.ut  h.  «aw  none  but 

<>ne  flower,  and  looked  upon  it  wistfully  with  loving 
desire.  He  was  about  to  draw  neanr  t<»  it.  when  all  at  once 
it  began  to  stir  and  to  change  its  appearance.  The  leaves 
became  brighter  and  laid  themselves  closer  to  the  stem, 

h  began  to  grow ;  the  flower  leaned  over  to  where  he 
was;  and  be  could  now  see  the  blue  corolla,  in  which  he 
beheld  the  face  of  a  woman."    While  he  waa  yet  1« 
astonishment  over  what  he  had  seen,  he  was  wakened  by 
his  mother,  who  had  just  entered  the  room. 

is  waa  the  first  vision  of  the  Blue  Flower,  which  from 

this  time  on  appeared  to  him,  at  rare  interval*,  in  the 

course  of  his  lit'--,  but  perhaps  with  M.A.T  '\\iiif  the  same 

\  mystic  atmosphere  pervaded  its  presence, 

h  filled  sense  and  heart  with  wonder.    A  woman's  face 

was  in  it ;  it  seema  to  have  had,  therefore,  the  meaning  of 

<-  of  a  sacred,  supernatural  .juality.     Strangely 

u'h  his  father  also  had  once  had  a  dream  in  his  younger 

yean  ab<  <>w<>r.    Why  he  also  should  have 

had  a  share  in  the  Golden  Age  appears  to  us  clearer  as  the 

advances,  for,  in  the  second  part,  we  are  told  that 

i  was  the  son  of  Artistic  Sense  and  of  Imagination. 

the  offspring.  th<-ivf<>rv.  of  the  two  spiritual  forces  which 

in  th--  fairy  tal. ,  as  we  have  seen,  had  been  chosen  by  Love 

Peace  to  be  their  spe«  sen  Utive  on  earth.    Thus 

tale  and  novel  blend  one  into  the  other. 

ri.-h  had  come  to  the  age  of  twenty,  it  waa 
decided  that  he  sh<>ul<l  l^ave  the  quiet  home  of  his  parents 
and  soo  th.  u<  rl  1  In  company  with  his  mother  and  a 
number  of  merchants,  he  began  the  journey.  Augsburg. 
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his  grandfather's  home,  was  the  goal.  On  the  first  day, 
quite  early  in  the  morning,  they  came  to  an  elevated  j 
As  Heinrich  was  looking  out  into  the  blue  distance,  out 
into  the  far-away  country  towards  which  they  were  trav.  1 
ing,  the  magic  Blue  Flower  appeared  before  his  eyes.  A 
strange  feeling  came  over  him;  it  seemed  to  him,  as  if, 
though  traveling  away  from  his  mother's  country,  he  were, 
nevertheless,  traveling  home.  It  was  the  vision  of  the 
Golden  Age,  his  veritable  true  home  towards  which  he  was 
traveling,  and  which,  encased  in  the  bosom  of  his  soul,  h<> 
was  to  bring  back  some  day. 

The  journey  was  enlivened  by  discussion  and  poetry. 
By  imperceptible  degrees  the  reader  is  lulled  into  the  belief 
that  poetry  should  be  the  dominant  factor  in  the  world, 
that  it  surely  was  so  in  the  olden  days,  the  Urwelt  der 
Menschheit,  when  mankind  was  still  pure;  and  that  it  will 
be  so  again,  some  day,  when  man  shall  have  awakened  from 
a  long  torpid  sleep.  The  poets  should  be  the  kings  and 
princes  of  the  world. 

After  several  weeks,  the  traveler  arrived  at  the  castle, 
where  a  picture  of  the  mediaeval  side  of  romanticism  is 
presented  to  us.  Here  again  visions  of  the  Blue  Fl- 
crossed  Heinrich 's  spiritual  horizon.  Soon  thereafter  In- 
met  an  Oriental  maiden,  Zulima  by  name,  a  captive  at  the 
castle,  for  whom  he  at  once  felt  a  spiritual  kinship.  Later 
on  we  learn  that  this  Zulima  was  the  Blue  Flower. 

One  of  the  strangest  experiences  came  to  him  at  another 
point  along  the  journey.  He  met  a  certain  Count  von 
Hohenzollern,  who  lived  the  life  of  a  hermit.  This  man 
had  a  library  of  rare  books.  Among  these,  Heinri<  h 
found  one  which,  to  his  utter  amazement,  recorded  his 
own  future.  It  was  written  in  a  language  he  could  not 
read;  but  it  was  full  of  pictures,  and  in  these  pictures,  he, 
Heinrich  himself,  was  always  the  central  figure.  His 
father  and  mother  were  also  in  the  pictures,  and  Zulima, 
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later  on  in  his  life.  Towards  the  end  of  the  book,  he  saw 
himself  represented  as  a  poet,  tall,  dignified,  crowned  with 
a  laurel  wrea  h  was  deeply  moved;  yet,  strange 

to  say,  these  pictorial  accounts  concerning  his  own  life  did 
not  seem  to  reveal  to  him  anything  new;  they  were  to  him 
the  oitcnuliMtion  of  slumbering  visions,  tfrft  outer 
11  of  an  inn. -r  mysterious  life,— the  Blue  Flower 
in  some  other  form.    He  seemed  to  know  of  his  ancestral 
past  and  his  future  d«  rim  motif  recurs  many 

times  in  the  courae  of  the  narrative.  There  is  a  mysterious 
connection  with  the  foreground  and  background  of  life. 
We  gain  the  impression  that  Heinrich  lived  perhaps,  once 
before,  in  those  primitive  golden  days  of  love  and  peace 
and  poetry,  in  the  realm  of  King  Arctur  and  Sophia  in 
the  fairy  tale,  before  they  withdrew  into  the  north  where 
they  were  blocked  in  by  snow  and  ice  because  of  man's 
wicked  heart 

.ally,  the  end  of  the  journey,  his  grandfather's  house 

ugsburg,  was  reached.  Here  important  events  awaited 
him.  He  met  Klingsohr,  an  ideal  poet,  who  reminds  us 
somewhat  of  Goethe.  At  once  he  formed  a  friendship  with 
him,  and  their  conversations  on  subjects  of  poetry,  philos- 
ophy, and  life  record  some  of  the  most  important  utterances 

ic  Romantic  School.  The  crowning  event  of  his  stay 
at  Augsburg,  however,  was  his  meeting  with  Mathilda, 
Klingsohr's  beautiful  daughter.  He  had  no  sooner  seen 

han  he  was  thrilled  with  that  indescribable  feeling  of 
delight  which  he  had  experienced  in  that  memorable  dream 
in  which  the  Blue  Flower  first  appeared  to  him.  Yes,  he 
knew  it  now:  the  face  that  had  looked  at  him  out  of  the 
flower's  blue  cup  growing  at  the  border  of  the  spring  bore 
the  heavenly  features  of  Mathilda. 
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Is  then  this  mystic  P.lw  Flmvrr  l«»ve?  Zulima  was  also 
the  Blue  Flower,  and  here  it  is  Mathilda.  h«»w  ran  this  !><•? 
Yes:  the  Blue  Flower  is  love,  and  yet  not  the  love  of  man 
for  woman,  as  we  know  it.  There  is  a  sacred  element  in  it, 
such  as  we  find  in  Novalis'  own  love  for  Sophia,  hi 
betrothed,  as  celebrated  in  his  II  >i  in  us  (<>  the  Night,  and 
the  love  of  Hyacinth  for  Rosenbliitchen,  —  an  elemmt 
separately  personified  in  <mr  fairy  tale  by  Sophia,  the  \vife 
of  King  Arctur.  The  Blue  Flower  is  love  and  re/?;/ 
resembling  somewhat  Beatrice  in  Dante's  Divine  Comedy, 
which  is  interpreted  to  mean  heavenly  wisdom,  and  through 
whose  love  the  poet  was  raised  into  spheres  of  glorified 
spirits  until  he  beheld  the  Rose  of  the  Blessed.  Yet  not 
like  Beatrice  either.  It  is  the  love  of  man  for  his  divinr. 
immortal  part,  which  will  be  his  in  heaven.  It  is  the  lo\v 
of  man  for  that  spiritual  half  which  he  lost  when  he  was 
driven  from  Paradise,  the  love  for  Eve,  the  spiritual 
maiden  whom  he  hopes  to  find  again  in  the  Golden  Age, 
the  love  which  alone  will  lead  him  back  to  the  divine  spirit. 
to  the  infinite  being  from  which  he  once  came.  On  earth 
this  spiritual  love  may  have  several  different  forms,  Zulinm, 
Mathilda,  and  others,  but  in  the  Golden  Age  it  is  only  one 
and  the  same,  that  one  which  was  a  part  of  man  from 
the  beginning. 

Here  is  a  conversation  between  the  two  lovers  on  the 
second  day  of  their  acquaintance:  — 

INRICH:  It  seems  to  me  like  a  dream  that  you  are 
mine;  still  more  wonderful  that  you  have  not  been  mine 
always. 
MATHILDA:    It  seems  to  me  that  I  have  known  you  for 


Beloved.  I  adore  you.  You  are  the  holy 
one  that  brings  my  prayers  to  God,  the  one  through  whom 
He  reveals  Himself  to  me,  through  whom  He  communi- 
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cites  the  fullness  of  Pt.    Whu  *ion,  but  an 

infinite  bond,  an  everlasting  u:.  •»  loving 

hearts?    Where  two  are  gathered  irist!)  «,  m  you 

know,  among  them.     You  are  the  divine  splendor,  the 

i  l»velie«t  form. 

MATHILDA:    Ah  ich,  you  know  the  fate  of  roses, 

HJBNBICH  :    What  drawa  me  to  you  ao  inseparably,  what 
baa  awakened  in  me  my  undying  love,  w  not  of  this  * 
Cou  1.1  \ou  hut  aee  how  yon  appear  to  me,  what  wondrous 
image  radiates  everywhere  from  your  p<  u  would 

u»ar  old  agtv  •  arthly  fonn  in  but  a  shadow  of 

other  image.    That  image  is  an  eternal  Vrbild;  a  part 
.<•  unknown  holy  world 

M  MHII  :-\:    I  understand  you,  dear  Heinrich,  for  I  aee 
•omrthing  familiar  wh«-n  I  look  at  y- 

i  Age  seemed  near  at  hand  when   I 
had  joined  himself  to  Mathilda: — poetry,  love,  and  religion 
having  ent.-rvd  into  a  bond  of  union,    Hut  tin-  !'.'.;<•  Flower 
waa  yet  far  off.     Heinrich  was  only  at  the  beginning  of 
his  career :  he  had  yet  to  pass  through  many  severe 
experiences,  before  the  crown  of  victor}-  could  be  Ins     I!,- 
n  tin*  Him*  Flov,  was  out  in  th«-  \v..rld,  we 

must   remember,   as   the   represent nt iv«-   of   mankind,    to 
receive  his  education,  to  fit  himself  for  his  lofty  pc* 
as  the  world's  poetic  reform*  lilda,  and  we 

tind  him  in  search  of  her.  Here  the  story  becomes  more 
mystic.  We  see  him  as  a  pilgrim,  a  lost  wanderer,  in  a 
dark  wood,  stricken  v  -i  and  anguish.  Suddenly  he 

hears  Mathilda's  voice,  and  he  falls  upon  his  knees  in 
pray  i\  of  light  penetrates  through  the  branchea, 

and  Mathilda  stands  before  him  in  magic  splendor      !!• 
lay  there  on  his  knees  long  after  the  vision  had  vanished; 
when  he  arose,  his  pains  and  sorrows  had  passed,  only  a 
feeling  of  deep  longing  remained  in  his  heart.    Now  he 
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knew  what  he  had  never  known  before,  that  death  was  but 
a  revelation  of  a  life  to  come.  With  joy  in  his  heart  he 
sitogs:— 

"Alte  Wonder,  kiinftige  Zeiten, 
Seltoamkeiten, 

Weichet  nie  aus  mcinem  Ilerzcn, 
Unvergleichlich  sei  die  Stelle, 
Wo  dee  Lichtes  heil'ge  Quelle 
Weggespiilt  den  Traum  der  Schmerzon."1 

Have  we  not  met  with  a  similar  experience  in  the  life 
of  Novalis  before?  What  else  is  this  vision  pictured  to  us 
here  but  that  same,  identical,  memorable  vision,  which 
Novalis  once  had  at  the  grave  of  Sophia  ?  It  is  a  replica, 
another  autobiographic  record,  of  the  consecration  which 
Novalis  had  there  received.  These  Hymns  to  the  Night 
must  be  studied  in  connection  with  this  episode.  And  just 
as  Julia  came  to  Novalis  to  take  the  place  of  Sophia,  so, 
in  this  narrative,  another  woman  came  to  him  to  take  the 
place  of  Mathilda.  Her  name  is  Cyane,  a  young  girl,  whom 
he  found  by  his  side  when  he  had  finished  his  song.  She 
greeted  him  with  a  smile  as  though  she  had  known  him  for 
a  long  time.  Thereupon  the  following  mystic  conversation 
ensued : — 

"  Who  told  you  about  me?  asked  He  in  rich. 
Our  mother. 
Who  is  your  mother? 
The  mother  of  God. 
How  long  have  you  been  here? 
Since  I  came  from  my  grave. 
Have  you  been  dead  ? 
Of  course,  how  else  could  I  be  living  ? 
Do  you  live  here  alone? 

«Cf.   Novalia'  worka  (Heilborn),  VoL  I,  p.  167. 
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An  old  man  is  at  home,  but  I  know  many  others  thai 

uketosUy  withmet 
Of  course,  :  .  e  you. 

i  know  mef 

Oh !  from  times  long  past,  my  former  mother  has  told 
me  many  things  about  you. 
Have  you  yet  another  mother  I 
Yes,  but  abe  is  really  the  same. 
What  is  her  name  I 
Hob, 

Who  is  your  father! 
The  Count  von  UohensoUeru. 

Tee  indeed  you  know  him,  for  he  is  your  father  also, 
father  is  in  Eisenach,  replied  He  in  rich, 
have  yet  other  parents. 
Where  are  we  going! 
er  honu 

These  are  the  first  words  which  Cyane  and  Heinrich  ex- 
changed. Thereupon  Cyane  led  Heinrich  to  Sylvester,  the 
old  man  with  whom  she  was  living.  He,  too,  knew  Heinrich 
and  expected  him.  The  two  entered  into  conversation  on 
deeply  spiritual  matters,  intended  principally  to  enlighten 
Heinrich  as  to  the  position  of  virtue  in  the  whole  scheme 
he  universe.  It  is  important  to  note  that  in  that 
Golden  Age  of  poetry,  virtue  has  a  definite  assigned 
place.  The  old  man  taught  1  that  the  voice 

that  speaks  for  right  in  man  and  the  voice  that  speaks 
in  the  poet's  songs  come  from  one  and  the  same  source, 
namely,  from  God ;  that  religion,  virtue,  and  duty  are  one 

Here  the  novel  ends.    Among  Novalis*  papers  some  frag- 
ments—single words  and  detached  sentences    were  found, 
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covering  about  eight  printed  pages,  which  enable 
discern  that  the  whole  work  was  built  on  a  most  comprehen- 
sive scale.  Tieck,  who  was  in  possession  of  these  fragments, 
as  well  as  of  others  not  handed  down,  and  who  had  had 
conversations  with  Novalis  on  the  subject  of  ll<\nr'n-h  von 
Ofterdtngen,  made  an  attempt  to  outline  its  contents.  This 
attempt  also,  however,  is  fragmentary,  so  that  the  whole 
work  remains  a  torso.  We  must  never  forget  this  in  any 
criticism  of  the  work.  It  is  more  like  a  tree  with  its 
top  cut  off,  like  an  arm  or  limb  of  an  ancient  piece  of 
statuary. 

In  reconstructing  that  portrait  of  the  second  part  which 
remained  fragmentary,  we  can  follow  Ileinrich  along  cer- 
tain paths  in  pursuit  of  the  Blue  Flower  and  the  fulfilment 
of  his  great  mission.  To  become  an  ideal  poet,  it  was  neces- 
sary for  him  to  see  the  great,  busy  world;  and  to  become 
a  romantic  poet,  it  was  necessary  for  him,  according  to 
romantic  principles,  to  unite  the  ancient  with  the  mod.  rn 
world,  the  East  with  the  West.  He  travels.  We  see  him 
in  Greece,  in  Rome,  in  Jerusalem,  in  the  Orient,  inter 
in  the  literatures,  legends,  mythologies  of  all  nations.  We 
see  him  in  war,  in  diplomatic  missions,  and  a  friend  of 
emperors.  Then,  enriched  by  all  these  varied  exjx  ri«  n« « s 
in  the  world  of  practical  affairs,  wise  in  knowl.  <!_r,  <,f 
human  nature,  Heinrich  returns  again  to  the  invisible 
world,  the  universe  of  the  spirit  and  the  home  of  the  151  ue 
er,  his  real  home,  and  that  of  all  mankind.  He  comes 
into  a  land  in  which  animals,  stones,  plants,  and  men  form 
one  great  family.  There  he  finds  the  Blue  Flower.  ]i  is 
.Mathilda,  and  also  a  little  girl,  his  and  Mathilda's  child. 
It  is  the  Golden  Age,  we  are  told.  Yet  he  cannot  pick 
the  flower,  for  he  must  yet  pass  through  all  the  stages  man 
passed  through  in  the  course  of  nature's  evolution  II •• 
becomes  stone,  tree,  animal,  and  man  again.  Then  the 
reward  is  his. 
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When    Mrmrn'h    jM'-k.,l    th«-    I'.lu-     PksJlf     '!-     «,..-•. 
Age  arrived.    It  docs  not  clearly  appear  whether  it  was  in 

world  or  in  the  oth«  r  \%,.H.|.  a  paradise  on  ear' 
in  heaven,  for  both  worlda  blend  ao  my*terioua!y  into  one 
another  that  they  Mem  aa  on.  •••  be  an  age,  however, 

of  peace  and  love,  of  poetry,  virtue,  and  religion,  of  a 
>n  of  all  raoea  of  men;  when  hatred,  evil,  and 
pain  shall  be  no  more,  and  when  the  Divine  ahall  reveal 
itaelf  nneaatiiiffly  in  man'*  history.  lil«-ratiiiv.  art.  n-ligion, 
morality.  All  this,  att  off  against  the  diatant  background 
of  a  belief  in  a  divine  Fatherhood,  and  aeen  by  the  *i 
ual  eye  of  a  poet  who  glancus  from  earth  to  heaven 
a  n.  I  from  heaven  to  earth  again,  is  Heinrieh'i  Blue 
Flower. 

11  me  what  your  Golden  Age  in,  and  I  will  tell  yon  who 
you  are,  may  well  be  rained  to  the  dignity  of  a  universal 
proverb.  It  it  waa  Novalia*  dream  to  have  a  Golden  Ago 
men  aa  ia  pictured  to  us  in  his  fairy  tale,  on  earth,  he 
cannot  be  our  guide  to-day.  All  ita  compon 

>l)h  ;  there  are  love,  virtue,  religion,  poetry, 
tion,  heart,  and  other  element*  t.  In.  led;  neverthe* 

lam,  in  such  an  age  man  e..ul«l  not  be  happy.    There  ia  an 

among:  the  true  goda,  which  must  be  dethroned  or  at 
least  be  given  a  less  important  place,  if  man  ia  t< 
happily    in    Arctur'a  and   Sophia's  kingdom.     This 
occupies  the  central  position  in  tin-  fairy  tale;  and  r> 
account  many  of  the  a«  tions  of  the  other  characters  in  the 
atory  are  undertaken.    The  idol  is  no  other  than  the  aleep- 

niaiden  in  Arctur'a  palace,  the  Princess  who  ia  to  be 
disenchanted,  released,  in  order  that  ahe  may  with  Love 

•!:••  world.  It  ia  Peaee.  Han  cannot  be  happy  under 
conditions  of  an  everlasting  peace.  He  needa  opposition, 

Golden  Age  of  to-day,  aa  we  can  conceive  it,  will 
include  opportunities  for  man  to  work  and  to  overcome, 
to  struggle  and  to  triumph,  to  sacrifice  himself  and  to  die, 
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if  necessary,  for  his  principles.     Do  we  iiot  i'eel  th, 
were  better  to  let  the  uiaideii  sleep  1     A  liniden  Ayr 
as  is  pictured  tu  us  m  the  i'airy  tale,  man  caunot  eon 

.s  as  being  on  earth. 

it  is  sometimes  thought  that  Novalis  meant  such  a  (iuldm 
Age.  It  is  said  that  he  deliberately  advocated  a  1.. 
inactivity,  of  irresponsibility,  of  serene  idleness,  oi  dr 
indolence  spent  in  longing  for  that  never-to-be-real  i/able 
Golden  Age.  We  should  not  understand  Novalis  were  ue 
to  follow  such  an  interpretation.  Novalis  was  at  no  time 
aii  idler,  neither  in  his  business  life,  nor  as  a  poet,  u< 
his  autobiographic  account  of  himself  as  the  hero  in  / 
rich  von  Ofterdingen.  Heinrich  has  to  struggle  to  win  tin- 
Blue  Flower.  He  has  to  pass  through  severest  trials  of 
thinking  and  profoundest  problems  touching  philosophy, 
religion,  poetry,  nature,  human  life,  and  destiny.  He 
has  to  suffer  untold  agonies  when  Mathilda  is  taken  from 
him.  He  has  to  be  out  in  the  world, — not  like  a  seeker 
of  idle  pleasure  such  as  is  the  amiable  hero  in  Eichcndorf 's 
Aus  dem  Leben  eines  Taugenichts, — but  to  study  mankind. 
He  has  to  go  to  war  and  fight.  He  has  to  be  active  in  the 
world  of  politics.  He  has  to  be  a  man  of  affairs.  And 
when  the  poet  takes  him  into  the  world  of  the  spirit,  he 
still  has  to  struggle  and  suffer.  He  has  even  to  lay  down 
his  rich  life  to  become  stone,  plant,  and  animal  before  he 
can  continue  his  real  self  as  man  again.  It  is  a  mystic 
life  indeed,  irrational  from  our  standpoint;  but,  surely,  it 
is  not  an  inactive  life.  Few  men  suffered  so  much,  few 
men  struggled  so  hard  as  Heinrich.  It  is  a  deception, 
therefore,  to  look  upon  the  Blue  Flower  as  a  symbol  of 
infinite,  aimless  longing.  Surely,  the  Golden  Age  where 
Peace  reigned  was  far,  far  away — not  on  this  earth.  To 
Novalis,  man's  life  on  earth  was  a  never-ending  life  of 
strife  and  struggle.  This  he  stated  in  plain  language  in 
the  fragmentary  outline  handed  down  to  us:  "On  earth, 
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war  is  at  home,  war  moil  be  on  earth. '*    And  also  in  the 
wing  stanza: — 

"Rob1  ii  Odttem  BUT 


Doth  fQr  OM  b  Haadela,  Lebea, 
•a  flben  nor  Oeanai  '  *• 


may  be  said  that  the  fault  of  the  work  lira  in  the 
choice  of  the  subject  matter;  that  it  is  futilr  to  write  about 
tin-  lit*,  h.  r.  ;ti:. T:  we  know  nothing  about  Mich  a  life  and 
shall  never  know  of  it.  Indeed,  such  a  charge  may  well  In- 
made.  The  busy  world  presses  about  us;  we  cannot  give 
i  time  to  the  other,  unw-n  w..rld.  Inventor*  of 
Utopias  are  idle  foil  t  also  true  that  that 

•wevor  far  it  may  be  away  from  us,  has  its 
beginning  here, — on  <>nr  human  globe?    We  do  not  know 
••••  we  shall  finally  land,  but  we  are  traveling  towards 
the  lam  I  i  ML'- place. 

The  Golden  Age  of  the  Christian  is  moral  perfection. 
On  earth  this  can  never  b<  n  perfect  ion  and  the 

struggle  for  perfection  are  the  essential  qualities  of  man's 
moral  nature.  Th<>  (ioM.-u  Age  of  the  romanticists  is 
poet  r  >  also  can  never  be  on  earth,  for  materialism 

ami  a  struggle  for  idealism,  ugliness  and  a  struggle  for 
beauty  must  needs  lie  in  the  course  of  man's  progress.    And 
since  there  must  be  progress,  there  is  sure  to  be  a 
for  every  idea  of  evolution  implies  that  man 
will  gradually  and  imperceptibly  pass  over  into  divinity. 
the  age  we  know  into  the  Golden  Age  we  dream  about 

-  words,   immortality  begins  here,  moral   perfection 

n  of  beauty  begins  here.    Such  was 

d  Novalis'  conception.     Therefore,  his  Golden  Age 

'In  the  TTdlbom  edition  (Vol.  T,  p.  §08)  tbeae  war*  form  the  la* 
•entente  of  the  fragmentary  outline;  bat  ef.  Wfttett,  Jfoptorfcm,  VoL 
IX,  p.  466. 

Noralii'  worta  (Heflbom),  VoL  I,  p.  846, 
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hovers  on  the  bor<l< -rliiH-  l>etween  here  ;uul  there,  earth  and 
heaven  II-  inrich  is,  at  one  time,  man,  at  another  inn«-. 
superman;  at  one  time,  passing  through  states  leading  to 
r  perfection,  at  another  time,  enjoying  the  ravishment 
of  divine  bliss. 

Such  a  romanticism,  which  looks  forward  into  spheres 
of  existences  beyond  this  world,  and  deals  with  religious 
experiences,  will  never  die,  and  we  need  it  to-day  as  much 
as  ever.  There  is  nothing  on  this  score  to  be  said  against 
Novalis'  work.  Hut  when  we  ask  ourselves  to  what  extent 
does  this  work  fulfil  the  demands  of  the  best  humanistic 
art,  we  stand  on  a  different  basis.  Does  the  work  truly  and 
fully  satisfy  ust  Dante's  great  poem  deals  also  with  the 
hereafter,  but  comes  much  nearer  to  our  own  ]>< Tsmial 
lives  than  Novalis'  work  can  ever  do.  It  deals  with  sin 
and  man's  purification  and  redemption;  Novalis'  work. 
however,  only  with  the  final  establishment  of  an  age  of 
poetry.  What  has  Heinrich  done  to  entitle  him  to  the 
position  of  a  true,  human  hero,  what  example  has  h> 
to  mankind  in  bringing  about  the  coming  of  the  new  eraT 

Novalis'  Golden  Age  was  essentially  a  Golden  Age  of 
poetry.  This  is  the  characteristically  romantic  part  of  the 
whole  conception.  It  was  to  be  an  apotheosis.  There  was 
love  and  there  was  peace  and  virtue  and  religion  in  that 
Golden  Age;  nevertheless,  the  ruling  principle  was,  after 
all.  poetry,  without  which  Novalis  would  not  have  dreamed 
his  dream.  Artistic  Sense  and  Imagination  were  the  two 
governors  on  earth,  so  the  fairy  tale  tells  us,  and  the  little 
pirl.  Poetry,  was  singing  her  song  on  the  outstretched  win^s 
of  the  immortal  bird,  Phoenix.  The  whole  atm<» sphere 
which  pervades  the  fairy  tale  and  the  novel,  and  gives  to 
the  whole  literary  product  its  peculiar  character,  is  deter- 
mined by  this  dominant  motif.  Tt  has  for  its  chief  aim  the 
apotheosis  of  the  world  of  poetry  in  man's  whole  exist 
and  yonder  in  heaven. 
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And  what  it  this  poetry  t    It  it  the  poetry  of  the  inner 

the  record  of  soul-experienees  of  man's  heart,  but  hat 

aring  on  the  busy  nor  any 

clear,  well-defined  ideal  of  a  perfect  life  to  be  lived  io  that 

traveled  and  taw  the  world,  and,  to  we 

became  a  part  of  the  world't  great  affair*;  jet, 

all,  we  feel  that  hia  life  out  there  wat  more  a  record 

of  penonal  experience*,  mott  varied,  moat  picturesque, 

moat  spiritual  m.l,.-,j.  than  a  record  of  a  life  pattionate 

with  detire  to  serve  the  world.     Herein  the  poet  failed. 

hat  to  ttruggle  and  pate  through  untold  minrry, 

he  hat  to  obey  many  timet  a  ttern  voice  of  neceatity;  yet 

the  actual  human  struggles,  the  actual  human  difficulties, 

whi.-li.  in  th.-  natural  order  of  thing*,  obstruct  the  path  of 

every  man,  the  actual  world  of  errors  and  moral  and  : 

leetoal  blindneaa,  are  not  presented  to  ut.  The  peculiar  form 

hit  struggles  and  suffering!  take  hat  little  bearing  on  human 

Mis  discipline  is  not  a  hitman  discipline.     For  the 

mott  part,  WP  get  panoram  ••••*  of  an  exclusively 

penonal  and  normal  life  familiar 

to  us,  through  which  we  all  have  to  past,  and  by  which 

we  can  win  the  crown  of  moral  victory.     ' 

she*  the  highest  ideals,  but  the  poet  hat  not  taeceeded 

in  making  it  clear  to  us  by  what  inner  regeneration  his 

progrettet  step  by  step  towards  a  perfected  life.1    We 

only  see  how  he  it  taken  by  forces  outside  himself,  by  a 

irranged  series  of  steps,  by  a  divine  ordinance,  to  the 

final  goal.    And  this  final  goal  is  not  in  this  world,  but  in 

•li.-r  \v..rM  :  we  never  tee,  therefore,  what  the  perfected 

-hape,  had  the  eewmd  part  of  the  work  bean  follr  written  out, 

the  enphaaia  would  hare  been  placed  noMwhat  differently.    Beaieat, 

we  are  told  by  Pried.  Bchkgel.  *ho  waa  with  Xoralia  during  the  laet 

•f  hi*  Hte,  thM  Noralli  had  told  him  on  the  rerr  laat  dar.  that 

1  changed  hia  plan  throughout   (cf.  FriHrich'i  letter  to  Aug. 

Sehlegel  of  April    17th.   l*on.     OB  the  other  hand.  w*  moat 

be  guided  by  what  we  hare,  aad  cannot  apenlate  on  what  might  be. 
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man  raised  under  the  influence  of  the  Blue  Flower  might 
be  to  us.  Perfect,  pure,  however  large  his  faith,  however 
far  away  from  the  lower  levels  of  life,  however  high  his 
resolves,  however  gifted  with  the  powers  of  song, — he  could 
never  be  a  human  hero.  In  Tieck's  brief  account  of  the 
second  part  of  Heinrich  von  Ofterdingen,  we  find  this 
sentence:  "A  knowledge  of  the  world  and  of  his  own  self 
nrich],  quickened  within  him  a  desire  for  spiritual 
metamorphosis.**  And  what  was  this  spiritual  metamor- 
phosis? Tieck  tells  it  to  us  in  this  same  sentence:  "Th« 
most  marvelous  world  of  fairy  fiction  was  opened  to  him, 
because  his  heart  had  now  become  ripe  for  its  understand- 
ing." The  man,  Heinrich,  the  poet  appointed  by  divine 
grace  to  regenerate  the  world,  was  thus,  all  at  once,  snatched 
away  from  humanity,  and  taken  into  a  paradise  of  poetic 
dream-fiction  at  a  moment  when  he  might  have  served 
humanity  most.  For  us  he  was  lost.  "Die  Welt  wird 
Traum,  der  Traum  wird  Welt."  There  was  no  further 
opportunity  for  him  to  serve,  no  further  opportunity  for 
him  to  obey,  by  service  and  obedience,  to  win  the  crown 
of  life. 

Novalis*  Golden  Age  was  an  age  made  of  the  stuff  of  a 
poet's  dreamland,  and  the  Blue  Flower  is  the  symbol  of 
that  land. 
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spiritual  activities  of  the  romanticists,  with  all  their 
waywaitl   impra.  <«,  aim  had  practical  tides 

•••»  waa  their  earnestness  in  matten  of  the  -; 

more  lasting  and  in-  practical 

reaulta  than  in  theme  divisions  of  their  labors  which  were 

r  sense  of  patriotism  and  cosmopolitanism. 

n  this  sphere  also,  their  interests  were  not 

se  to  life  as  we  shouM  Ilk.'  to  see  them;  nevertheless, 

•s  have  yielded  practical  benefits.    They 

were  not,  take  it  nil  in  all.  patriots  and  cosmopolitans  in 

nd  social  sense.  in  an  esthetic  sense; 

within  that   iimr  tism  and 

cosmopolitanism  had  a  s/  They  were  true 

<>ts  and  true  cosmopolitans,  because  in  this  sphere,  as 

1   oth.-r  spheres.  they  had  cho*  spirit  **  th«» 

measure  of  their  thoughts  and  actions.     They   hn.l 

Iy  a  «lry.  v-hnlarly  iut.-n-st   in  t 

itinjr  through  all  rnilit!-^ 

Tmo  pntrrotisTTi    rv^ta  on   uDVMwasjiv 
overlooks-  all  reneea  in  the  literatures  and 

•ached  out  for  points  of  spiritual 

kinship,    fnr    ini.l.  riving    human    qualities,    which    bound 
togrf  rit    of    th.'ir    nation    with    the   spirit   of 
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all  other  nations.     They  felt  that  art  was  passing  on, 
through  all  the  ages,  the  torches  of  the  spirit.    Thus  patriot 
ism  and  cosmopolitanism,  so  often  considered  irreconcilable 
mental  attitudes,  found  a  harmonious  bond  of  union  in  the 
minds  of  our  writers. 

It  was  not  merely  with  them  a  love  of  the  count; 
natural  scenery,  its  skies,  rivers,  forests,  mountains,  or  its 
natural  resources,  or  its  art,  or  its  language,  or  its  heroic 
dead,  or,  perchance,  because  there  was  a  better  living  in 
it,  —  conceptions  so  often  held  by  the  many,  but  it  was  a 
much  deeper  patriotism.  It  was  the  sense  that  the  country 
with  which  our  life  is  bound  up  by  a  thousand  threads, 
making  us  an  intricate  part  of  it,  is  a  living  entity;  that  it 
was  born  like  a  person  with  certain  hereditary  tendencies; 
that  it  grew  up  under  its  own  native  sun,  on  its  own  soil, 
in  the  midst  of  its  own  environment  j^and  became  a  nation, 
a  people,  distinct  from  all  other  peoples,  with  an  individ- 
uality of  its  own,  destined  to  fill  a  distinct  place  in  the 
history  of  the  human  race  as  a  whole.  True  patriotism 
involves  a  sense  of  the  genius  of  the  race.  Our  romantic 
writers  had  just  such  a  sense;  they  cultivated  it  and  gave 
an  impetus  to  it,  which,  augmented  by  succeeding  genera- 
1  l>y  historical  events  in  the  course  of  the  nine.- 
teenth  century,  is  the  same  that  lives  on  among  us  to-day^ 
r  With  the  appearance  of  the  romanticists  there  arose  f..r 
the  first  time  in  clearer  contours,  however  much  it  may 
have  existed  before  in  a  less  marked  degree,  a  deeper  d 
tion  to  the  nation's  genius  as  revealed  in  its  native  Ian- 

art.  and  literature.1 

One  of  the  first  and  most  urgent  patriotic  appeals  cnme 
from  Wackenroder.    We  find  it  in  his  Memoirs  of  Albrecht 


«Cf.  von  Kaumer,  GetcliicJite  der  ffermaniachen  rhilolorjir  (1R70)  ; 
Wilh.  Srhorpr.  Jacob  Grimm  (1*85)  ;  TTolono  Rtorkor.  7vr  Knn*1nn- 
schauung  de*  acMtchnten  JdhrJtundertt  von  Winckelmann  &w  eti 
Waclvnroder  (Palaestra  XXVI). 
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IHin  ,*  a  patriotic  eulogy  in  imaginative  prose  IB 

r  of  Nuremberg  and  Albrecht  DUrer.    We  mint  wad  a 
few  words: — 

iiremberg!   famous  city  of  olden  days!     I  lore  to 

wand,  i  rhp.iiffh  your  narrow  lanea.    \Vii-  .ifT.-ctkm 

yea  rest  upon  your  ancestral  dmn  h<«  and  dwcllinga, 
h  have  stamped  upon  them  the  genius  of  our  ?. 
art      II..W  dearly  I  love  the  art  of  thmie  olden  day*'     I* 
•peaks  to  me  with  ao  and  diroetnes*.    It  leads 

me  bark,  in  my  imaginn  that  grey  century  when 

Nuremberg,  were  still  the  busy  centre  of  Qerma 

when  our  masters,  Hans  Sachs  and  Adam 

(1.  abov  -  AU>n .  with  his  friend, 

\ViIlibaldus  Pirkheimer.  and  many  other  men  of  note  and 

totion    were   still    living  At   that    time,   when 

A  U»recht  was  -  art  had  a  distinctive 

icier  aa  compared  with  other  nations  of  the  \\ 
Ditrer's  paintings,  not  only  in  thrir  external  forms,  hot 
also  in  what  tin -y  moan  to  convey,  there  lives  that  neriooa- 
ness  and  that  strvnirth  and  din-.-tness  which  are  the  lead- 
Vatorea  of  Germany's  national  character.  In  our  days 
these  distin."  io«  have  disappeared. 

and.   with   them.   German  art  Tho  por 

To-day  we  seek  to  create  an  artificial  talent 

leans  of  slavish  imitation  and  eclecticism.  Peace 

your  memories,  my  AU»-  I  wish  you 

r  know  !         '  mieht  hoar  how  to-day,  in  the 

1  that  knows  nothing  about  you,  I  have 

Mcrald  °f  y°nr  name.     Blessed  K  -Iden 

age.    Niir. -mU»nj!     The  only   time  when   Germany  could 

>f  its  own  native  art     Rut  thene  beautiful 

the  earth,  and  disappear  like  the  shining 

*JTftrviif«d*<*ffiiM  Albrtclt  Wr*r«,  pobliabed  for  tb*  flnt  UsM  bi 
the  journal,  PmteMmd,  HjiubHsin^  ia  kb  Hi 
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clouds  on  the  canopy  of  the  heavens.    They  have  pa^ 
and  the  world  has  forgotten  them,  a  few  only  recall  tin-in 
to  memory  with  loving  affection." 

Consider! ni:  how  much  Germany's  art  was  neglected  in 

•  1'T's  day,  and  how  incompetent  the  time  was  in  ! 
'•standing    and     jippn-eiatin'j1     an    art    SO    pe.-uliarly 
tan  as  that  of  Diin-r.  this  exalted  prais.-  is  si<_ruifieant. 
<;<><'the's  essay  On  German  Architecture  (1773)  canf 
be  compared  with  this  essay  of  Wackenrod< T  in  t 
patriotic  spirit.    It  is  the  sense  of  racial  genius  that  gives] 
t<>    it    its    speei;il    value.      Awaken!    it   says,   turn   awayj 
from    imitating    other   nations    and    look    into   ymir 
minds  and  hearts,  and  there  you  will  discover  all   that 
ymi  will  need  for  a  new,  great  art:  there  is  a  renaissance 
at  hand. 

While  the  other  members  of  the  school  do  not  speak  of 
this  matter  with  quite  the  same  enthusiasm  and  the 
forcefulncss,  they  are,  nevertheless,  at  one  in  d< 
preserve  and  stimulate  the  nation's  geniu^.'     Urn-  an-  a 
few  words  of  Fried.  SchlegePs:— 

"But    one    thing    is    needed, — that    the    Hermans  .  .  . 
return  to  tin-  smirees  of  their  own  language,  and   p 
and  liberate  from  the  old  dneuments  of  Hi 
that  power  of  old,  that  noble  spirit  which,  uurero'jui/ed 
by  us.  is  still  sl"«-pin<_r  in  them."1 

"The  ponius  that  lives  in  onr  old  masters  of  Gorman  art 
and  literature  must  be  enltivated  by  us  so  long  as  w« 
remain  Germans.  The  German  artist  can  secure  a  distine- 

mitinual  eh;;  iilv  by  following  the  exam])1 

Alhreeht     T  Hirer.     Kepler.     TTans    Sachs,    Luther.      ' 
Bohme.     IT*. nest.  tme.   faithful,  exact,  profound,   are   the 
attributes    of    that    character."      And    how    well    Fr 

H3£.   among  others,  Tieck's  works,  Vol.  IV,  pp.  14ft. 
•Of.   Fried.  Schlegel's  Jugendschriften,  Vol.  H,  p.  352. 
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Schlegel  gauged  this  German  character  may  be  aeeo  by 

the  concluding  words  of  this  aententv  iund  are  the 

imtes  of  that  character/'  and,  " naive  and  aomewhat 

i<*a,  once  fully  t  rasped,  was  immediately  followed 

i   rvsulbi      l  Misty  hooka  and 
M  were  reopened,  and  were  aearched  \\ 

them  spirit     What  •  !.•!  our  fbre- 

1*8  write  f    Perhapa  they  produced  a  greater  literature 

[than  we  have  commonly  supposed.    If  to,  let  us  bring  it 

romanticifiU  found  a  great  deal,  and  inspired 

s  to  find  more.    What  they  accomplished  in  this  diree- 

•  'institutes  a  separate  chapter  in  Uu-ir  htrrary  and 

\V,   tin.l  translations  of  older  works,  in 

alar  a  collection  of  mediaeval  Minnesongs  by  Tieck, 

niuUting  patrintic  intnMlu,-ti,,n  ;  we  find  a  series 

of  important  lectures  by  Aug.  Willi    Schlegel  (1802-4)  on 

the  history  of  German  po*  ical  utterances  by  Fried. 

.Schlegel   on   German   art  and   architecture;   noteworthy 

[literary  journals  devoted  to  the  interests  of  the  German 

past    (especially   Deutsche*  Muteum,   1812-13,  edited   by 

Schlegel) ;  some  patriotic  poetry ;  above  all,  a  series 

i-  rary  products,  epics  and  dramas,  by  Tieck,  reviving 

au    folklore.     Tieck   resuscitated   in   these   writings 

I  spirit  of  former  times,  breathed  his  own  soul 

int..  it,  and  gave  it  to  the  world   in  the  form  of  new 

ic  tales  and  dramas.     These  works  accomplished 

many  sot  Minifies  into  the  history  of  the 

language  and  literature.     They  appealed  directly  to 

by  stimulating  j  <»n;  they  reinstated 

th.»  popular  litrrature  of  the  nation;  and  thus 

assisted,  though  in  a  manner  often  not  traceable,  hi  dissem- 

.:injr    th.»s.-  f-T    racial    individuality,    racial 

al  past,  and  national  unity  which,  in  later 

Fried.  Sehtogel  '•  Jitf flMbdW*  VoL  II,  p.  SOJ  (I«M  110). 

007 


PATRIOTISM   A\D  COSMOPOLITANISM 

years,  supported  the  political  patriotism  during  th«   p« -no,l 

of  the  Napoleonic  wars.    All  tli.se  efforts  were  links  in  the 

otic  chain  which  leads  us  to  the  works  of  G< 

,m».  A  mini,  and  the  studies  and  poetry  of  tin-  >>'//- 
romantik;  just  as  in  England  the  movement  towards  the 
past  found  its  complement  in  the  Victorian  age.  While 
we,  therefore,  in  these  matters,  must  give  them  due  cm  lit, 
we  cannot  fail  to  note  that  their  activities  were  nevertheless 
lacking  in  full  humanistic  value.  Their  patriotism  had  an 
abundance  of  love,  but  was  lacking  in  the  right  sense  of 
social  duty.  Having  but  little  political  and  social  in; 
in  their  nation's  welfare,  they  were  only  partially  success- 
ful. Their  efforts,  while  preserving  the  aesthetic  unity  of 
the  nation,  had  for  a  time,  a  reactionary  political  tendency. 
r!'h. -re  is  a  discordant  note  in  the  stand  which  they  took 
for  freedom  in  matters  aesthetic,  since  they  neglected  to 
defend  this  freedom  (at  least  in  the  beginning)  in  matters 
political. 

II 

At  the  time  when  this  patriotism  of  our  romanticists 
made  its  first  appearance  there  existed  throughout  Germany 
a  spirit  of  cosmopolitanism  against  which  this  very  patriot- 
ism reacted.  It  was  a  cosmopolitanism  which  took  its 
delight  in  the  imitation  of  the  works  of  foreign  nations, 
especially  the  French.  It  was  a  cosmopolitanism  of  imita- 
tion. It  was  that  same  sort  of  cosmopolitanism,  only 
perhaps  more  hardened  by  tradition,  which  to-day  in 
America  makes  us  imitate  Ibsen,  Maeterlinck,  Bernard 
Shaw,  and  all  the  others.  Patriotism  meant  to  overthrow 
this  slavish  copying,  and  to  lead  criticism  and  taste  back 
to  the  native  springs  of  the  nation's  genius.  At  once, 
however,  there  arose  alongside  of  this  patriotism,  springing 
from  the  same  spiritual  source,  another  and  new  cosmopol- 
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itanism,  a  child  of  the  age,  and  a  farter-child  with  patriot- 
ism,  with  which  it  could  live  in  perfect  harmony.' 

4  again  Wackenroder's  U9rt***9rv\***u*g%*t  we 
immediately   preceding   toe   patriotic   memorial   of 
DUrer,  above  quoted,  another  essay  which  haa  the  follow- 
ing title,  AU9em*i»k<nt,  ToUra**,  und  JtfeiucAtfitab)  in 
d*r  Kumt   (Some  words  concerning  Univers  uler- 

ance  and  Humanitarianiam  in  Matten  of  Art).  Here  we 
rt-ad:- 

"To  us,  sons  of  this  country,  a  great  privilege  haa  bean 
given.  We  stand,  as  it  were,  upon  the  pinnacle  of  a  high 
mountain,  and  tee,  lying  at  our  feet,  many  lands  and  many 
epochs.  Let  us  make  use  of  this  fortunate  oppurtu 

is  feast  our  eyes  upon  these  lands  and  these  peoples, 
an. I  strive  to  find  in  their  works  and  in  their  sentiments 
the  u  £  human  qualities." 

It  uiii  be  seen,  in  examining  these  words,  that  we  DOW 
stand  on  different  ground.  Patriotism  is  for  the  moment 
forgotten,  and  cosmopolitanism  is  put  in  its  place.  It  is  a 
cosmopolitanism  which  is  as  wide  and  broad  as  humanity 
itself  ug  in  the  essential  oneness  of  the  arts  of  all 

nations.  We  naturally  ask  ourselves  how  this  could  be, 
how  such  a  cosmopolitanism  could  be  tolerated  by  the  side 
of  patriotism.  The  answer  is  not  far  to  seek.  Both  go 
back  to  the  same  root,  to  that  fundamental  principle  in 
romanticism  which  we  have  found  before  so  often,  the 

profound  veneration  for  the 
<iualiti.-s  of  human  naturv.    There  lay  the  great 

uman  spirit,  stored  up  for  immemorial  centuries. 
FOFL-  the  dust  of  time.    Now  the  great 

moment  of  deliverance  had  arrived.  Upon  the  emancipated 
sons  of  the  new  age  the  privilege  had  fallen  to  bring 

ultivmtion  of  th*  gtmiu*  of  Uw  n*Uoa  IB 
UM  genius  of  other  anttonaHtias,  we  fad  ss  wrty  M 


PATRIOTISM  AND  COSMOPOLITANISM 

treasures  to  light.    A  great  •;  had  U<  n  mail. 

great  awakening  of  the  human  spirit    had  taken  i> 
Komanticism  was  a  renaissance  m  which  . •ni'ranchised  hu- 
man nature  went  into  the  past  for  the  recovery  of  the  lost 
••«xs  of  its  own  spirit. 

may  picture  to  ourselves  this  renascent  cosmopolitan- 
ism by  the  image  of  a  great  tree,  whose  roots  pass  into  tin 
earth,  and  whose  branches  like  those  of  the  Ygdrasyl,  th< 
mighty  ash  tree  of  Northern  mythology,  extend  IMI<>  the 
heavens.  It  is  the  tree  of  universal  human  poetry.  Its 
roots  are  the  languages  and  mythologies  of  t  he  u<>rl<l.  \\  Inch 
go  back  into  man's  remote  history,  and  its  trunks  and 
branches,  spreading  over  all  the  nations  of  the  globe,  are 
tin  world's  arts  and  literatures.  And  the  life  of  the  tree, 
the  mysterious  sap  which  flows  in  its  cells,  and  which 
courses  from  roots  to  blossoms,  is  the  divine  spirit  it *«•!!' 
that  lives  in  the  world's  poetic  and  artistic  achievements. 
This  picture  may  help  us  in  understanding  many  otherwise 
enigmatic  passages  in  our  writers.  There  is  only  one  uni- 
versal poetry  so  the  romanticists  taught.  If  the  poetic 
work  be  genuine,  if  it  be  the  product  of  the  poet's  own 
individuality,  the  outcome  of  his  individual  genius  and 
that  of  his  nation,  then  it  is  a  part  of  the  spiritual  sap  of 
the  tree  of  poetry,  no  matter  in  what  age  and  in  what  part 
of  the  world  it  was  first  produced.  "The  spirit  of  poetry 
is  one  and  the  same  everywhere,"  says  Friedrich  Schlegel.1 

And  Tieck  :— 

"There  is  only  one  poetry  which  from  the  earliest  times 
to  the  remotest  future  .  .  .  forms  one  indivisible  whole. 
.  .  .  The  true  history  of  poetry  is  the  history  of  one  and 
the  same  spirit."* 


*Cf.  Jugendschriften,  Vol.  II,  p.  382  (Gesprach  uber  die  Poesie). 
«Cf.   Kritifche  Schriften,  Vol.  I,  p.  188. 
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sVackenroder:— 

<od  sees  in  every  work  of  art,  wherever  created,  traces 

10  spark  which,  proceeding  from  11  mi,  and 

passing  through  man's  soul,  entered  the  human  work  of 

urn  seeking  to  speak  to  iu  Creator. 

an  the  temple  of  the 

the  martial  music  of  the  savage  as  much  as 
grant  1  choruses  or  oratorios. '" 

s,   then. 

revered  the  poetry  of  the  world,  whether 
.,  Italian,  mediaval  or  modern,  because  in  all  of  it, 
•  i«-«i  u  were  gemnnr,  there  lived  one  and  the 
All  works  of  |>m-irv   urn-  blossoms  0 
universal  tree,  sending  their  fragrance  to  lleai 
A  large  share  of  our  writers'  cosmopolitan  activity  con- 
in  bringing  the  p<  .  Ul  to  the  knowl- 
edge of  their  own  da                           they  penetrated  into 
emotest  cell-work  of  the  great  tree.    Fried.  Sehlegel, 
.t.l  written  in  his  fa rl XT  years  a  numb-  r  «f  important 
essays  on  Greek  poetry,  continual  ins  historical  researches, 
published    m    1798   his    G<  der   /'oeri«   d*r 
Oriecken  und  Homer.    This  work  shows  a  masterful  knowl- 
edge of  details,  an  insight  into  the  genius  of  Greek 

a  sympathy  for  Greek  ideals  of  beauty  unsurpassed 

his  tinif.     It  became  a  mine  to  classical 

r  decades.    His  work  Uibtr  dU  Sprvcke  **d 

BVuAtil    der    Inditr    (1808),    though    soon    superseded, 

became  the  starting  p.*n>t  .-f  •;•  nnan  Oriental  studio 

1803  he  went  to  Paris  and,  while  there,  established  a 


I/*/ 

914  Art  i*  UM  flower  of  hunum  iaaoibJIity.     Uador 
it  grows  .  .  .  Mufcinc  tH*  llrarro  and  UM  Father  of  i»  mil  ...  «bo 
SMt  in  every  product  only  OM  tpiritoml  fragnum."    (Wi 
HtTte***rg\€4***gt*t  p.  100). 
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romantic  journal.  Its  name,  Europa,  indicates  sufficiently 
its  cosmopolitan  aim.  Wackenroder  in  his  own  simple 
ways,  already  known  to  us,  wrote  appreciative  sketches  on| 
the  art  and  life  of  Raphael,  Leonardo  da  Vinci,  1'ino  <ii 
Cosimo,  Michelangelo.  Tieck  was,  from  his 
years,  interested  in  Shakespeare,  Cervantes,  and  Cal<l<  n>n. 
lie  translated  Cervantes'  Don  Quixote,  and  wrote  many 
essays  and  critical  n -views  on  Shakespeare's  art.  The  nn>si 
important  contributions,  however,  in  bringing  the  litera- 
tures of  foreign  nations  to  the  knowledge  of  the  age  was 
made  by  Aug.  Wilh.  Schlegel.  He  was  a  translator  «>f 
inimitable  skill.  Not  only  falls  to  him  the  lion's  share  of 
the  great  Shakespeare  translation,  a  monumental  w«rk 
still  unexcelled  to-day,  but  he  translated  small  port  inns 
of  many  Latin,  Greek,  Italian,  and  Spanish  writers,  as 
also  of  the  Ramayana  and  the  Bhagavad-Gita — an  astound- 
ingly  varied  collection.  He  was  also  a  most  distinguished 
critic  of  foreign  literature,  whose  opinions  have  still  current 
value,  and  an  eminent  Sanscrit  scholar.  His  editions  of  the 
Bhagavad-Gita  and  Ramayana  were  prized  by  scholars  for 
many  years.  All  these  labors  fully  justify  the  little  poem 
of  self  praise  which  he  placed  at  the  head  of  his  transla- 
tions ;  in  it  he  calls  himself  a  Kosmopolit  in  matters  of  art 
and  poetry,  upon  whom  it  had  fallen  to  announce  to  the 
world  the  genius  of  Shakespeare,  and* to  prepare  for  him 
a  second  home  on  German  soil;  and  to  bring  to  light  the 
wisdom  of  the  Orient  and  the  great  deeds  of  Rama. 


Ill 


From  all  that  has  been  said  it  will  be  evident  that  cos- 
mopolitanism played  a  very  important  part  in  the  critical 
activities  of  our  writers.  It  did  still  more  for  them.  Cos- 
mopolitanism, or  rather  the  renascent  spirit  that  called  it 
into  being,  was  not  merely  confined  to  criticism  and  trans- 
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IB,  or  to  a  desire  to  bring  to  the  knowledge  of  their 
age  the  variou*  blossoms  on  the  universal  tree  of  poetry; 

came  also  a  vital  force  in  th.-ir  own  poetic  theories 

and  poetic  achievements.     The  spirit  of  cosmopolitanism 

t  of  romanticism  formed  a  still  closer  bond  of 

HIM 

I  presented  the  romantic  concej  poetic  life  under 

the  picture  of  a  tree;  yet,  after  all,  the  great  body  of  the 

I's  poetry,  ss  it  arises  from  sge  to  age,  does  not  merely 
grow  like  a  tree,  it  changes  also,  it  takes  on  new  forms,— 
it  develops.  Of  such  a  growth  and  development  the  world 
knew  very  little  for  a  long  time.  But  about  the  middle  of 
the  eighteenth  century,  with  the  advancement  of  science 
and  philosophy,  man  began  to  perceive  more  clearly  than 
ever  before  that  poetry  had  undergone  an  historical  *• . 

At  once  a  new  question  presented  itself.  If  poetry 
evolved,  if  there  was  one  classical  age,  followed  by  a  period 
of  poetic  quiescence,  and  then  a  new  efflorescence  through 
the  Middle  Ages  and  the  Renaisssnce,  and  then  a  period 
of  classical  imitation  -luring  the  seventeenth  and  eighteenth 
centuries,  what  was  now  probably  to  follow  T  What  was  to 
be  the  next  step  in  the  course  of  this  historical  evolution  t 
What  was  their  own  romantic  poetry  likely  to  bet  It  was 
most  natural  that  they  as  critics  should  reason  in  this 
manner.  Several  important  works  were  written  devoted  to 
the  treatment  of  this  specific  subject1  Was  it  not  perhaps 
possible  to  take  advantage  of  this  new  knowledge  that  had 
come  to  man,  and  build  upon  it  a  great  poetry  unsurpassed 
by  the  poetry  of  any  preceding  generation  T  It  was  a 

thought,  which  flashed  upon  their  minds  in  their  best 
moments;  and,  if  poetry  grows  at  all  in  such  ways,  it  was 
a  thought  worthy  of  the  highest  consideration.  All  pre- 


"Ot  8«hill«r'i  U+*r  «•»••  m*  MnitoistsHidbf  I>fiiii»M  (       *)l 
aad   Fried.   Schlegel'i  I7«*«r  4s 
(1795C). 
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ceding  periods  and  stages  of  art  had  been  the  organic 
expression  of  their  respective  age;  vet  tin .  not  alike 

in  IM.IHI.S  t.i'  excellence.    Soim-  \\rn-  .superior  to  others.     \VliaL 
were  the  exact  differences?     What  lau.s,  if  any,  n.uld  be 

ted  i'rnin  these  differences?     What  lessons  w- 
drawn?    How  much  of  this  great  land  of  beauty  onid  U 
chosen,  how  much  was  to  be  rejected'/    There  vrafl 
art  with  its  harmonious,  unexcelled  beauty  of  lineal  form; 
there  were  the  Middle  Ages  with  their  tales  and  Mnm<- 
songs,  religion,  love,  and  chivalry;  there  was  Dante,  the 
sacred  founder  and  father  of  modern  poetry;  there  was] 
arch,  the  singer  of  sonnets  and  inventor  of  the  language] 
of   love;    there   was   Boccaccio,    strong,    intellectual,    the 
founder  of  narrative  diction;  there  was  Cervantes,   the 
master  of  wit,  inventiveness,  and  comic  fancy;   there  was 
the  incomparable  Shakespeare,  who  combined  in  his  great] 
works  profound  wisdom  with  romantic  tenderness.1     Jl«»\v 
much  of  all  this  material  were  they  to  reject,  how  nnuli  to 
keep? 

Had  they  been  realists,  had  it  been  their  artistic  aim  to 
represent  the  world  of  actual  realities  in  the  midst  of 
which  they  were  living,  the  answer  would  have  been  plain. 
They  would  have  been  first  of  all  patriots,  and  would  have 
rejected  from  the  poetry  of  foreign  nations  all  material 
that  could  not  be  made  serviceable  to  this  main  purpose. 
But  they  were  not  living  for  the  world  of  their  own  day, 
they  lived  for  the  world  of  the  spirit.  Their  aim  was 
not  to  idealize  what  they  saw,  but  to  substitute  a  new  world 
for  the  old  one.  Their  aim  was  to  reform  their  own  age 
by  substituting  in  its  place  a  larger  and  better  world  con- 
structed by  the  experiences  of  their  own  inner  life.  For 
that  reason  they  turned  to  the  artistic  excellencies  of  past 
periods,  wherever  they  thought  to  find  spiritual  support. 
They  looked  upon  these  great  masters  of  the  past  as  th«  ir 

*Cf.  Fried.  SchlegeTi  Jugcndschriften,  Vol.  II,  p.  348-352. 
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ancestors,  who  had  bequeathed  to  them  rateable 
il  f«*r  the  foundation  of  an  entirely  new  School 
Such  a  School  they  hoped  now  to  ~»«Mfrit 
-  made  up  of  the  material  of  all  nation*,  it  was  a 
cosmopolitan  School.     "We  mean  to  accomplish  nothing 
less,  Wilh.  S< 

llences  of  the  nations  of  the  world,  to  make  their 

's    i.lir    nWII.  .s    U>  ^liHfafl 

a  cosmopolitan  centiv  \«r  th»-  human  min.1  "     V 

•Citing  c«  new  romantic  School  waa 

patriot!,-      It  was  to  be  a  great 

eoatii  School  I  and  fettered  in   th.-lr  own 

mvat  German  School  of  poetry,  which,  uniting 

nil  th«-  ••x.-.-lloncos  of  the  poetry  of  --th.-r  nations,  was  to  be 

ground  of  the  world's  highest  aspiration*.' 

y.   cosmopolitanism,"   continues   Aug.    Wilh 

H.  "have  always  been  the  distinctive  character  of  the 

What  in  the  pa«t  ha*  put  us  under 

disadvantage,  as  compared  u  r  nations,  because  of 

11.  in  the  futurv.  when  raised 

an  end  in  itself,  place  the  *' 

I>es  are  not  too  sanguine  to  assume  that  th<> 

•«»  far  away  when  the  German  language  will  U- 

communication  for  the  cultivated  nations  of 

This  was  their  daring  cosnv  >m.  which  waa  at  the 

timo  patriotic.   nn.tiMl  in  the  grains  of  the  German 


weigh  this  question  aerormttljr,  «•  should  asvt  to 

il"  (OMaopolitaabm.     HM 
ng  the  Utter  half  of  the  tifMssstii  tsstsrj 
.braced  l.y  the  romsntimrt*.     Aug.  Wilh.  Sehlegfl,  to  be 
leaned  toward*  it  for  a  timr;  b<«ssitt  howmr.  fttsOj  •tibHrtml 
the  baais  of  rnt notiatn.    Cf .  Kopke,  L*d*4*  Ti~k*  Vol.  II.  p.  §47. 
Berlin  L«0fvrw  (Dwtsel*  Uttrraturo^nkmale,  VoL   XIX, 
88). 
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nation.  It  was  no  less  than  an  appropriation  of  the  host 
poetry  that  the  whole  of  Europe  had  produced,  for  the 
purposes  of  transplanting  it  over  to  German  soil,  of  allow- 
ing it  there  to  strike  its  roots,  in  the  hope  that  <m  this  new 
soil  it  would  yield  cosmic  blossoms  of  a  beauty  that  would 
delight  the  senses  of  all  mankind.  It  was  a  dream,  of 
.  that  came  to  them  in  flashes  like  tin  dream  of  a 
golden  age,  yet  there  was  something  inspiring  in  that 
cosmopolitanism  so  winningly  patriotic;  inspiring  in  that 
patriotism  so  humanly  cosmopolitan. 

And  truly  that  shadow  School  was  not  without  its  real 
figures.  Goethe  was  among  them,  a  universal  figure,  who 
had  touched  the  human  cosmos  at  many  different  points. 
He  had  revived  his  nation's  history  in  his  G"t:;  he  had 
spoken  the  sentimental  language  of  his  age  in  Wcr 
v/hieh  the  whole  of  Europe  was  reading;  he  had  bon>ni«- 
the  aesthetic  youth  en  route  through  the  wide  world  in 
Wilhelm  Meister;  he  had  presented  in  knightly  combat  the 
two  great  universal  forces,  intellect  and  feeling,  in  Tasso; 
he  had  sought  to  reconcile  the  ancient  with  the  modern 
world  in  Iphigenia;  he  had  represented  man's  aspirations 
and  humanity's  demands  in  Faust.  He  had  been  a  man  of 
all  ages.  His  poetry,  still  being  produced  before  th<-ir 
own  eyes,  was  to  the  romantic  youth  a  proof  of  the  dawn 
of  a  new  cosmopolitan  age  in  Germany.  There  was  yet 
more.  Great  universal  ideas  had  come  to  fruition,  tin* 
sense  of  historical  evolution  was  lighting  up  the  horizon; 
a  new  nature  philosophy  had  sought  to  demonstrate  the 
evolution  of  the  divine  spirit  from  nature  to  the  mind  of 
man;  a  new  transcendental  philosophy  had  just  invested 
man  with  independent  ethical  powers  to  rise  to  still  greater 
heights  on  his  march  Godward;  a  new  religion  had  ap- 
peared, which,  going  back  to  primitive  instincts,  had 
overthrown  all  artificial  dogmas.  All  this  was  cosmopolitan 
material  which  every  nation  could  have  used. 
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the  great  periods  of  the  peat  there  waa  in  particular 
one  for  *  y  felt  special  kinship.    It  was  that  whole 

of  literature  which  extended  from  the  early  Middle 
Agea  up  to  the  time  of  Shakespeare,  the  period 

h.  Roecaeeio,  Cervantes,  CaJderon,  Bhakea- 

peare.    It  will  he  teen  that  this  period  comprises  the  Middle 

Agea  aa  well  aa  the  Rrniiiannoe     They  practically  made 

i  between  the  two.    For  this  whole  period  they 

sad  a  special  name.    They  called  it  th.  "romantic"  period. 

v. TV  interesting  for  us  to  learn  why  they  gave  • 

ft  waa  to  them  romantic  because  in  it  they 

1,  seen  by  eyea  that  loved  to  idealise,  those  character- 

which  '»ve  themselves  to  cultivate,  a  world 

••  inner  life,  a  world  of  love,  of  spiritual  confessions, 

f  religion,  of  myst«  'hem  the 

Mian  tic  ism.  on  the  materials  of  which,  en- 

the  spirit  of  th.-ir  own  age,  they  now  planned 

to  build  their  own  School  of  Neo- Romanticism. 

There  waa  one  class  of  literature  which  they,  in  particu- 
lar, excluded.    It  was  the  classical  period  of  French 

>airo.  Molicre,  Corneille,  Racine.    Theae  men 

tig  the  course  of  the  seventeenth 

•h  centuries  as  they  had  ruled  the  whole  of 

This  French  claasieiam,  developed  under  definite 

laws  of  taste,  did  not  appear  genuine  to  the  romanticiata, 

e*  that  poetic  instincttveneaa  and  in-: 

nnlity  indispensable  to  the  highest  success  in  poetry.    Thia 

in  their  estimation,  to  a  position  on 

the  universal  tree  of  poetry.    If  it  was  humanistic,  it  waa 

so  onlv  because  of  its  rule*  of  restraint  selection,  obedience. 

but  i  ta  other  cardinal  elements,  enthusiasm.  «vmpa- 

Tntereatinir  it  is  that  the  new  romanticism  that 

was  developine  in  France  was  also  directed  against  that* 

very  wri4  >neh  romanticism  waa  a  reaction  from  the 

art  as  it  was  heretofore  coWratwi    For  that 
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reason  French  romanticism  was  anti-patriotic. 
tanism   meant    for  Franco  to  turn  her  back  upon  her  «»\vr 
classic  art  and  In  link  herself  with  the  art  of  her  Northern 
neighbors,  the  art  of  our  own  German  writers  and  11 
In  that  sense  Texte  was  H<_rlit  when  h«- 
"Romanticism    is    Ihe    same    thincr    ns    cosmopolit.-inisin. 
Yet  we  have  to  reckon  with  this  French  classicism  :  it 
resents     an     important     body     of     humanistic     literature. 
Romanticism  has  run  its  natural  course  thnmgh  the  nine- 
teenlh  century;  but.  in  recent  years,  opinions  have  been 
expressed  here  and  there  that  hark  back  to  the  old  1 
tions  of  seventeenth   century  ehissieism.     Some  incline  to 
think  that  France  wandered  from  her  right  course,  misled 
fher  nations.     Ferdinand  Bmnetiere  in  particular  has 
exercised    his   powerful   critical   gifts    in    leading1   Freneh 
thought  back  to  the  humanism  of  French  elassieism.     Tie 
also  had  once  a  bold  dream  of  a  cosmopolitan  literature 
nourished  by  springs  of  patriotism.     The  curious  paradox 
of  his  dream,  placed  by  the  side  of  that  of  onr  writers,  is 
that   it   seeks   to   reinstate   these   identical    French    ela^ie 
writers  whom  French.  English,  and  German   romantieism 
had  rejected.     He  seeks  to  reinstate  them  as  fath'-r<  «.f  a 
new    cosmopolitanism     founded    on    classical    as    acrainst 
romantic  principles.*     Brnnetiere  was  himself  a  elnsvieist, 
bitterlv    opposed    to    romantie    individualism.      Tt    is    not 
probable  that  we  shall  return  nnconditionallv  to  the  prin- 
ciples of  French  elassieism  of  the  seventeenth  centnrv  :  for 
romanticism  has  not  been  in  vain  in  the  world.     On   Die 
other  hand,  romanticism  as  a  controlling  force  has  r< 
a  turning  point  in  liternrv  evolution.     The  nations  of  the 
world  are  about  ready  for  a  new  art  in  which  the  individ- 

*Cf.  Texte,  Jran  JaqucK  Pfni**cau  and  the  Cosmopolitan  Spirit  in 
Literature,  1899. 

*Cf.  Bnim-tn  n>.  Lf  Cotmopolitanigme  et  IQ  Literature  nationalet 
in  Etude*  Critiques,  VoL  VI,  p.  289. 
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i    <>f    the   romanticist   »hall    find   restraint    in   the 
lards  of  the  elassieis 

i  we  say  that  the  new  cosmopolitan  School  which  our 
ton  hoped  to  establish  has  in  any  way  been 
•DOcessfulT     In    th.-ir    movement   towards   the   part,   on 
grounds  as  well  as  cosmopolitan  grounds,  they 
rendered   notable  services.     Oar  writers  mast  be 
mry  history  among  the  fathers  of  those 
have  quickened  the  modern  sense  of  nationality,  as 
.is  of  those  who  have  contributed  towards  an  interest 
in  th'  stu.h  ,.f  <  languages  and  literatures.    They 

;-  i  h.-ritar  vivified  by  modern  historical 

*r  :  o-day.    They  must  also  be  mentioned 

among  the  fathers  of  our  mocl  -try  cosmopolitanism; 

rtinilar  of  that  branch,  which,  since  their  day.  up 
*h  the  nineteenth  century,  past  Madame  de  S 

'»,  Hettner,  George  Brandee,  led  to  Posnett, 
kt  Max  Koch,  Wetx,  and  'I  1  that  numerous 

men  who  represent  the  modern  study  of  compar- 

Of  course  their  dream  of  establishing  a  Cosmo-Germanic 

School  of  ire  was  never  realised.    When  they  were 

'•red  together   in  Jena   -luring  the  years  1798.1800, 

verse  coi  the  things  «.f  tho  spirit. 

dreamed  this  dream.    A  very  «w  years 

r,  when  Waokenroder  was  dead  and  Novalk  was 

dead  and  Ang    Wilh.  Schlegel  had  disappeared  from  the 

iry  world  by  becoming  a  part  of  the  entourage  of 

Madame  de  StaSl,  and  Fried.  Schlegel  was  fart  drifting 

•Brunetttre  to  riffht  in  hi.  adToeMj  of  M  art  which  *Ml 
pret  nature  and  history  "•»  /oiwiioa  *•  rkmmmM;" 
mivtaken,  however,  in  belieriaff  that  foeh  aa  art  caa  bt 
to-dar  br  the  mippreaaion  of  individuality.  TW 

in  n  Mind  antagonlam.  bat  rathw  in 

a  higher  lerel,  where  it  than  orgaaleaDy  blea4  with  the  »ew 
of  our  age. 
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into  the  comfortable  folds  of  the  Roman  Catholic  Chun-li, 
and  Tieck,  the  dualist,  had  turned  to  other  literary  pur- 
suits,— the  dream  was  over.  Their  own  romantic  blossoms 
on  the  universal  tree  of  poetry,  concerning  which  they  had 
spent  so  many  anxious  hours,  which  were  to  excel  in  beauty 
all  preceding  blossoms,  and  were  to  unite  in  structure  and 
fragrance  the  beauty  sense  of  the  whole  of  mankind,— 
all  at  once  fixed,  unalterably  fixed,  on  branches  made  by 
the  powers  of  time  and  place  over  which  they  had  no 
further  control.  They,  like  all  of  us  mortals,  were  children 
of  their  own  age. 
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CHAPTER  XVI 

WHAT  U  ROMANTICISM   TO  US  TO-DAY f 

I 

various  placet  along  the  tonne  that  we  have  taken, 
ated,  with  more  or  \tm  fnlnnss.  what  this 
literary  period  can  still  be  to  us  to-day  and  what  it  cannot 
be.  I  need  not,  therefore,  be  very  lengthy  in  thk  my 
concluding  chapter.  Every  period  in  the  history  of  man's 
development  has  a  lesson  to  teach.  What  is  the  lesson  of 
this  particular  period? 

edrieh  Schlegel  says  somewhere:  "Imagine  a  finite 
thing  which  extends  into  the  infinite  and  you  have  ma 

is  one  of  the  great  truths  of  the  world.  And  on  this 
truth  hangi  all  great  art  From  time  immemorial,  it  makes 
no  difference  where  we  begin,  wherever  art  has  been  truly 
treat,  wherever  art  has  been  truly  humanistic,  there  we  find 

:n  at  truth  presented  to  us  in  forms  beautiful  In  all 
great  art,  man  stands  with  one  foot  securely  planted  on 
earth,  and  with  the  other  foot,  on  the  golden  stairway  that 
extends  into  the  realm  of  the  spirit  He  has  two  homes,— 
here,  the  other  beyond.  Incomprehensible  to  the  sage 
as  to  the  child.  Aa  Heinrich  in  Hauptmann's  Virtu***** 
Glocke  says: — 


Frond  and  d*heim ksasst  dn  4ss  fesnaf  •• 

•Of.     Fried.  Bakkftlt  JwtmMHft*^  Voi  U,  p,  100,   (T*» 
sate). 
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There  is  a  great  mystery  that  hangs  about  this  truth ;  it 
is  so  great  that  no  possible  presentation  is  wholly  satisfying 
to  our  mind:  any  figure  we  might  choose  is  awkward.  It] 
is  the  great  mystery  that  will  ever  separate  body  fr«m 
spirit,  the  visible  from  the  invisible,  the  now  from  the 
to-morrow,  the  here  from  the  beyond.  An  infinite  number 
of  difficulties  and  perplexities  lies  as  stumbling  blocks  in 
the  way  of  the  artist  who  tries  to  solve  this  mystery.  Fin ite 
is  man  and  yet  infinite.  Beautiful  is  man  as  body  and 
beautiful  as  spirit.  Yet  the  spirit,  for  purposes  of  art, 
cannot  detach  itself  from  the  body;  however  far  it  may] 
extend  into  the  infinite,  it  must  ever  remain  on  earth. 
Have  the  romanticists  been  able  to  solve  this  mystery?  On 
to  what  extent  have  they  succeeded  in  solving  it,  so  as  to  bd 
still  our  guides  to-day? 

We  have  become  acquainted  with  the  two  great  f< 
that  run  through  man's  history,  expansion  and  concen-j 
tration,  freedom  and  obedience,  sympathy  and  select  ion  J 
enthusiasm  and  restraint.    At  one  time,  man  stretchr 
the  spiritual  feelers  of  his  innermost  being  for  more  life, 
for  more  spirit,  for  an  enhancement  and  enrichment  and 
enlargement  of  the  powers  that  make  up  his  being,  as  sa 
hungry  body  will  stretch  out  its  arms  eager  for  f  <•,..! 
at  another  time,  richly  fed  with  spirit,  he  will  direct  his 
powers  into  definite  channels  for  the  upbuilding  of  h  i 
as  a  member  of  society,  as  the  body  in  obedience  to  physical! 
laws  will  undertake  to  digest  and  assimilate  its  food.    Often 
these  forces  occur  singly.    Man  will  expand  or  contract ;  he 
will  fly  or  rest ;  he  will  storm  the  heavens  or  reason  calmly ; 
he  will  cry  out  for  new  life  or  be  satisfied  with  the  laws 
and  traditions  already  established;  he  will  be  impassioned 
with  a  love  for  beauty  or  handle  coldly  the  facts  of  scholas- 
ticism.   Neither  of  them  alone  can  make  for  great  art,  both 
are  needed  for  the  complete  man.    Our  romantic  writers, 
knowing  that  man  is  infinite  as  well  as  finite,   sought 
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earnestly  to  reconcile  these  t  <*.    Nevertheless,  as 

we  have  often  seen,  it  was  the  irresistible  power  of  the  first 
force  that  mainly  directed  their  course.  Their  movement 

seuta  a  movement  of  expansion,  a  movement  calculated 
saered  coffers  of  the  soul  with  new  spiritual  treas- 
ures, a  movement  of  emancipation  from  the  trammel*  of 
man's  traditions  and  precepts,  a  movement  of  aspiration 
ligher  soul-qualities,  a  movement  up  and  beyond  and 
.iid  far  away.  Man  appeared  to  them  more  infinite  than 
finite'  <  nipt  at  reconciliation  was  only  a  partial 

one,  ever  there  remained  a  spiritual  plus,  which  grew  in  pro- 

»n  as  time  advanced,  and  which  at  times  created  an  im- 
passable gulf  between  these  two  forces.  If.  therefore, 
there  be  a  weakness  in  the  School'*  ideals,  which  forbids 
us  to-day  ust  be  sought  at  this 

point.  We  may  indeed  for  many  reasons  adhere  instinctive- 
ly  and  affectionately  to  the  thought  that  man  is  more 
infinite  than  finite — the  soul  will  always  appear  to  us 
more  than  the  body-  purposes  of  art,  the  infinite 

must  come  to  us  through  the  channels  of  the  finite.  We 
need  not  say  (as  is  sometimes  said)  that  it  has  value  only 
in  proportion  as  it  finds  expression  in  terms  finite — it  may 
be  suggested  instead  of  being  directly  expressed ;  but  there 
must  not  be  an  impassable  gulf.  There  is  no  intrinsic 
objection  to  the  characteristic  romantic  style  (it  has  been 
n  most  valuable  contribution  t..  literary  forms),  * 
seeks  by  means  peculiar  to  itself  to  gain  its  ends  by  im- 
press hea,  provided  this  style  is  cultivated  with 

ye  t..  th.    highest  artistic  results.    To  do  this  •neeees- 
fully  tli.   poet  must  see  with  the  eye  of  the  common  man. 

is  body  as  well  as  spirit,  and  must  speak  to  man 

igh  his  senses  and  through  the  concrete  bodily  life 

•ads  as  an  individual  and  as  a  member  of  *>ctety. 

nwl  in  his  art  the  via  ntgativa  which  we  find 

lato,  that  esoteric  march  of  the  spirit  upward  on  ft 
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celestial  stairway  in  search  of  an  unknown,  incxjtn  ssild.- 
Beauty  Absolute.  This  is  speculation,  philosophy,  mystic 
dreaming.  The  artist  must  come  back  and  translate  Ins 
mission  into  terms  human  and  into  terms  at  once  intelligible 
to  his  age;  better  still,  he  must  from  the  start  <1< T'I\V  his 
visions  directly  from  the  great  life  of  the  world  that  surges 
about  him.  For  then  only  can  art  be  truly  ennobling  to  man. 

The  German  romanticists  were  not  wholly  unaware  of 
these  human  needs  for  purposes  of  art.  Repeatedly  they 
tell  us  how  important  it  is  for  the  poet  to  use  his  calm  judg- 
ment in  order  that  passion  may  not  run  away  with  him. 
Pried.  Schlegel  in  particular  gave  the  right  warning.  We 
have  seen  how  much  he  emphasized  restraint  in  art.  ' '  Self- 
expression  "  and  "self-restraint"  were  the  two  words  he 
often  used.  Theoretically  Friedrich  Schlegel  occupies  the 
same  position  we  are  now  advocating:  he  is  for  expansion 
and  contraction,  sympathy  and  selection,  enthusiasm  and 
restraint.  Theoretically  he  stands  for  a  humanistic  art. 
And  yet,  if  we  examine  this  theory  more  closely,  and  view 
it  by  the  side  of  the  School's  literary  achievements  and 
the  whole  body  of  its  teachings,  we  find  it  lacking. 

What  is  the  restraint  which  we  ask  of  every  truly  human- 
istic art,  and  what  was  the  restraint  which  Fried.  Schlegel 
advocated!  Is  restraint  merely  a  negative  force  invented 
by  theorists  on  art  to  counteract  its  opposing  force  ?  Some- 
times we  are  led  to  think  so,  and  some  of  our  modern 
writers  who  are  attempting  to  lead  us  away  from  romantic 
art  to  classic  art,  seem  to  think  of  it  merely  as  a  purely 
negative  force.  Friedrich  Schlegel,  in  the  main,  also  con- 
ceived it  in  that  way.  We  need  enthusiasm,  but  (that  is, 
in  the  main,  the  force  of  his  teaching)  also  sufficient 
strength  in  reserve  to  hold  it  back.  But  the  holding  back 
of  enthusiasm  will  not  in  itself  make  for  a  great  art. 
Humanistic  art  arises  not  merely  from  the  strength,  or  even 
pluck  and  determination,  of  a  charioteer  who  can  hold 
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back  his  fiery  steeds,  but  from  one  who,  at  the  same  time, 

-a  them  to  a  definite  goal     Humanistic  art  k  the 

embodiment  of  definite  results,  of  definite  irteasv    These 

ideals  may  vary  greatly,  they  will,  nevertheless,  stand 

out  \\ith  more  or  less  nloarncsa  and  definiteness  in  the  mind 

•  ry  truly  humanistic  writer.    Goethe's  Antonio  was 

uerely  a  man  who  practised  restraint  for  pleasure,  or 

ie  sinister  purpose  of  combating  therewith  successfully 

val,  Tasso;  but  he  practised  it  for  the  upbutldmg  of 

his  character  and  the  successful  discharge  of  his  1 

dim.  s.     Hi  was  a  faithful,  efficient  diplomat,  and  valued 

servant  of  his  duke  and  country. 

But  we  must  proceed  still  a  step  farther  in  our  attempt 
to  answer  the  question,  what  romanticism  is  to  u*  to-day. 
These  ideals  differ  from  sge  to  age.  The  restraint  to  be 
exercised  by  the  poet  of  to-day  must  be  a  restraint  built 
up  of  the  living  tissues  of  our  present-day  life.  There  are 
some  human  problems  that  are  as  old  as  the  hills  and  yet 
ever  fresh,  and  works  of  art  which  have  successfully  treated 
le  problems  have  an  enduring  value  for  centuries, 

are  also  great  tidal  waves  which  sweep  over  each  age, 
creating  special  conditions,  giving  to  the  age  its  distinctive 
character,  and  demanding  the  poet's  recognition.  Who  can 
dnuM  that  we  are  living  to-day  in  an  age  of  great  social 
avals,  in  which  democracy  has  arisen  with  a  new 
meaning ;  an  age  of  individualism  which  exerts  its  influence 

and  from  the  bottom  of  society  with 
danger     Th.-re  is  a  new  call  for  restraint  at  the 

to  be  exercised  in  new  directions,— a  call 
obedience  to  ideals,  which  shall  be  subservient  to  the  needs 
of  a  well-ordered,  humanistic  society.    The  call  of  to-day 
is  service,  service  of  the  the  good  of  the 

whole.     It  is  a  good  old-fashioned  call  with  s  Christian 
is  a  call  not  primarily  for  sympathy  but  for 
restraint,  for  law,  for  obedience,  for  duty. 
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Clearly  the  ideals  of  our  romantic  writers  were  far  ivin<>\ 
from  the  demands  of  the  present  day.  Romanticism  with  a 
its  theoretical  restraint  had  no  or  very  little  sympathy 
the  social  welfare  of  the  humanity  of  their  own  day.    The 
romanticism  was,  as  we  have  seen,  Seelenkultur,  a  record 
M  ul  experiences,  a  confessional  statement  of  the   liiV 
the  spirit,  a  blue-book  and  a  blue-flower-book   <>f 
communications  witli  invisible  realms,  a  poetic  and   p 
osophic  ascension  along  the  celestial  stairway  to  Absolu 
Beauty.    Their  love  for  that  beauty  carried  them  stead  i 
along  onward  and  Godward  to  the  Centre  of  all  thin 
They  could  not  stop  very  long  on  the  way,  just  long  e 
to  get  fleeting  impressions.     For  a  comprehensive  und 
standing  of  man's  actions,  laws,  institutions,  or  society'; 
aims,  they  had  little  time.     Onward  they  hurried,  an 
seized  with  impatience,  dreamed  longingly  of  that 
goal.     Their  style  is  wanting  in  patient  labor,  and  Hi 
subject  matter  in  terrestrial  and  social  support. 

To  that  extent  Romanticism  fails  to  meet  the  demands  o: 
our  day;  it  can  no  longer  be  our  guide,  it  is  a  flower  th 
has  withered,  it  belongs  to  what  has  gone  before, — it   li 
ceased  to  be  a  living  force.    The  romanticism  of  the  Sch< 
presents  a  high  idealism.     It  strives  for  universal  valu 
for  universal  ideas;  but  these  values  and  these  ideas  we 
not  born  of  earth  but  drawn  from  the  heavens,  and  no 
ished  too  much  from  inner  sources,  and  too  little  si 
by  the  outer  life  of  man.    The  romanticism  of  the  Sch 
also  represents  restraint,  for  its  teachings  were  di 
against  the  crude  naturalism  as  also  against  the  ii 
sentimentalism  of  their  own  day.    They  strove,  therefo 
for  a  middle  course,  for  a  humanistic  art;  but  failing 
exercise  their  restraint  in  the  realms  of  social  endeavor,  th 
necessarily  limited  their  art  to  those  specific  aspects 
human  life  where  the  inner  imaginative  world  stands  a 
on  a  lofty  pedestal    And  since  these  aspects  of  human 
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an-  mor  _ 

odem  society,  which  calls  for  afltiop  and  service,  fAor 
:«m,  And  with  tt  much  of  the  romanticism  since 
day  in  a  thiiig  of  the  pant      In  this  ttttimatt,  UM 
defects  of  style  occupy  a  position  of  less  in* 
mce  than  those  of  .•••:•      For  even  if  the 

romanticism  of  Tieck  could  IK-  •  moat  beautiful  garb, 

to  satisfy  our  needs  to-day.    For  like  reasons 
the  poetry  of  our  Kuglislt'  romanticists,  Shelley, 
Keats,  Byron,  beautiful  as  it  is  and  answering  distinct 

.in  needs,  can  no  longer  be  our  ideal 
The  at:  r  most  recent  romanticists  to  rerhre 

ism  of  older  days  moat,  therefore,  he  eon* 
i  passing  phase.    Wherever  they  hare  followed 
•n-at  traditions,  and  have  kept  closest  to  human 
have  produced  works  which  may  he  considered  val- 
steps  towards  a  coming  humanistic  art;  but  further 
concessions    we   cannot    make:    romanticism,    symbolism, 
impressionism,  terms  meaning  about  the  same  thing,  have 
•  hus  far  proved  efficient  means  of  solving  the  problems 
.r  present-day  life.    Gerhard  Hauptmann  is,  perhaps, 
exct'i  he   most   interesting   literary   figure 

to-day.  He  is  an  earnest  man,  with  high  poetic  gifts,  who 
has  seriously  studied  human  nature,  and  has  made  many 
varied  attempts  to  express  contemporary  life.  Poetic  as 
some  of  his  works  are,  it  cannot  be  said  that  they  present 
Passing  from  naturalism  to  symbolism 
an.l  from  symbolism  back  again  to  naturalism,  he  presents 
to  us  not  harmony,  not  a  humanistic  solution  per- 

l-ut  disharm     3      His  works,  taken  together,  are 
a  symbol  of  the  struggle  of  the  the  hard 

I  facts  of  common  life.    He  would  like  to  flee  away, 
the  i   :  ists  of  oUl.  from  the  barbarism  of  his  age, 

away  from  narrow  gurr-un.  lines  into  a  better  and  higher 
and  nobler  world;  with  Ilannele,  the  poor  child,  into  the 
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heavenly  ith  Heinrich,  the  poet  bell-caster,  into  the 

regions  of  ' * Sonnenglockenglanz ; "  but  ah!  tin-  lu-lls  rimj 
daily  among  us,  church  bells  and  funeral  bells  and  \\vdding 
bells  and  rising  bells,  which  call  man  to  the  daily  rounds  of 
duty,  and  vesper  bells,  which  invite  him  to  his  home  and 
family,  and  invisible  bells  without  number,  which  awakm 
human  conscience  and  human  will  to  better  deeds  and 
better  lives.  In  restraint, — in  obedience  to  the  lau 
human  life  to  be  lived  here  on  earth, — lies  the  coming 
humanistic  art. 

II 

This  is  the  lesson  which  the  Romantic  School,  through  its 
failures,  has  taught  us.  If  we  have  not,  as  yet,  unanimously 
accepted  it,  or  if  the  tumultuous  changes  of  recent  decades 
have  made  us  forget  it,  it  will  soon  be  forced  upon  us.  F"r 
we  have  arrived  at  the  parting  of  the  ways. 

But  let  us  not  for  a  moment  think  that  romanticism  as 
an  expression  of  the  human  mind  is  over.  That  is  impos- 
sible. We  have  already  agreed  on  this  in  our  first  chapter. 
Romanticism  is  founded  on  a  fundamental  trait  in  human 
nature,  and  can,  therefore,  never  be  over.  It  is  singular 
how  much  man  is  given  to  moving  along  extreme  lines:  h«« 
loves  to  cultivate  a  photographic  naturalism  or  a  myst  ie 
symbolism,  a  wantonly  capricious  romanticism,  or  a  clas- 
sicism with  rules  and  laws  that  leave  no  room  for  individual 
liberty.  Yet  the  golden  middle  course  is  the  only  one  that 
leads  to  the  highest  art.  It  is  the  hardest.  The  Mus<s 
have  also  a  strait  gate  and  a  narrow  way.  Roman! i< -ism  is 
not  over;  romanticism,  as  we  have  seen,  stands  for  expan- 
sion, for  sympathy,  for  poetic  enthusiasm,  lor  the  p<»«-ti<: 
mood,  for  emotional  values,  for  aspirations  towards  the 
higher  spiritual  life,  for  the  sense  of  the  Infinite,  for—- 
love. To  do  away  with  these  mainstays  of  human  nature 
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1  reduce  art  to  the  bony  skeleton  of  death.    Diseased 

mm,    p*  -IMM.     hypernmianhctMtii 

overgrown  romanticism  to  aoeeotuated  a*  to  live  aa  a  dorni* 

ig  literary  movement,  if  over;  bu  manticimi  aa 

Mianit    HI   art,   not  the  human   fun**  whu-h  gn 
breath  and  nourish  it 

.s  is  the  other  great  teem  the  Romantic  School  haa 
taught  QI  Wherever  it*  writers  have  given  ua  their  heat, 
\\h«  their  communion  with  natun*,  «»r  m 

•  things  beautiful  in  art  an<l  •--.  --r  in 

•*>phic,  historic,  or  religious,— they  have  shown  a 
freshness  of  poet  a  sincerity  and  ardor  which  can 

come  from  pure  primordial  sources  within  the  bosom 

an.  Romanticism  stands  for  expansion  and  freedom, 
e  shall  not  give  these  up  to-day.  If  anyone  haa  anything 
new  to  say,  any  new  mem  age  to  deliver,  let  him  speak. 
Romanticism  stands  for  inner  experience— it  is  a  realm  of 
the  inner  life  aa  distinguished  from  the  outer  hf>-.  This  is 
Boat  to  be  treasured.  If  anyone  haa  such  an  experience, 
true  and  gem  him  speak  of  it  Romanticism  is  the 

mac  of  the  Infinite.    Are  we  ready  to  give  this  sense  up! 

is  been  with  the  greatest  of  poets.  Should  anyone 
arise  among  us,  a  seer  endowed  with  that 

raon  had   it,   for   instance — he  shall  be  a 

iiet  Romanticism  is  love.  Perhaps  no  individual 
word,  aa  we  have  abundantly  seen,  will  convey  to  such  a 
degree  aa  this  the  underlying  force  of  romai 
love  means  the  giving  of  soul  lif<>.  the  expansion  of  the 
individual  s.-lf.  it  means  sympathy,  it  means  enthusiasm 
another  word  for  vital  inner  experi- 
ence, it  means  aspir  iiging,  it  means  the  embrace 

ie  world  of  beauty,  and  also  homesickness  because  of 
f  another  world     If  there  be  anyone  that  haa 

love,  deep,  burning.  God-given,  let  him  not  keep  it 
i  the  bosom  of  his  heart  hot  apeak  it  out    He  will 
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be  a  true  poet.    To-day,  in  the  midst  of  a  science  and  a 
greed  which  art  shriveling  the  best  impulses  in  man,  we  areji 
longingly  looking  forward  to  the  coming  of  such  a  poet.* 

But  is  this  not  a  contradiction?    We  say  romanticism  is 
and  also  that  romanticism  should  go  on.    Not  a  con- 
tradiction.   At  most  a  seeming  paradox.    But  is  not  1 
paradox,  and  is  not  art's  duty  to  represent  life?     It  is  no 
more  of  a  paradox  than  the  awful  truth  that  man  is  b«»t h 
tin i to  and  infinite.    "Imagine  a  finite  thing  which  extends! 
into  the  infinite,  and  you  have  man."    Who  can  grasp  tins ? 
It  is  no  more  a  paradox  than  the  truth  that  man  has  a 
free  will  and  is  yet  determined  by  outside  forces;  or  that 
he  believes  in  a  God  that  he  has  never  seen;  or  in  a  land 
of  immortality  from  which  no  voice  ever  spoke.    Life  is  a  J 
paradox.    If  it  were  not,  humanistic  art  would  be  a  simplerj 
matter.    When  we  hope  for  a  humanistic  art,  we  also  hope 
for  genius  able  to  combine  opposing  terms;  able  to  unite 
the  finite  with  the  infinite,  realism  with  idealism,  the  ideal-] 
ism  of  romanticism  with  the  idealism  of  classicism,  sympa-j 
thy   with   selection,   freedom  with   obedience, — love   with 
duty.    The  solution  of  this  paradox  is  not  futile;  for  even 
at  the  beginning  of  European  civilization,  among  the  noble 
Greeks,  we  find  a  humanistic  art  which  combined  both 
"beauty  and  virtue:"  for  that  is  what  the  Greek  ideal 
r6  KoM>  means,  it  will  be  remembered. 

Love  the  poet  must  have:  this  is  the  enduring  truth  the 
romanticists  have  handed  down  to  us  in  their  teachings. 
Have  our  contemporary  poets  this  love?  Oh  yes,  somej 
have.  But  I  am  speaking  now  of  the  common  idols  of  the, 
market-place.  Is  it  not  sensational  exuberance  rather  than 
lovet  If  we  have  this  true  love,  we  shall  then  also  have 
the  true  cosmopolitanism  wherever  love's  true  flame  burns. 
It  will  not  be  an  imitation,  a  gathering  of  barren  threads! 
from  the  foreign  markets,  from  which  a  whole  cloth  can 
never  be  made.  It  is  love  that  made  the  romanticists  true 
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boamopolitans.    It  waa  also  lore  again  that  made  the 
tieists  true  patriots,  and  helpers  in  building  op  a 

in       \Ve  need  this  love  to-day.    On  the  beak  of  thie 
love  moat  be  founded  the  poet',  eenae  ..:  Herein 

omanticiata  failed,  aa  we  hare  aeen.    Life  waa  all  low 
nt  waa  deficient  in  duty.    Lore  is  all  embrac- 
ing; in  the  end  it  will  conquer  when  inetinctively  it  haa 
-araaUnl  itaelf  with  duty  ao  aa  to  become  one  with  it  But 
1      There  are  dutiea  which  each 
il  ia  called  upon  to  perform,  and  there  are  duties 
i  11*   in  the  course  of  the  history  of  each  nation 
rica  we  have  awakened  of  late  to  a  new  eenee  of  duty: 
A  duty  u  hi. -h  juat  now  in  the  midat  of  a  aeifiah  love  k  atrug- 
itiL.'   f«>r  recognition,— patriotic  human itarianiam  in  the 
midat  of  a  aelfiah  socialism  and  aelfiah  capitalism.     Rave 
ire  not  here  a  wide  world  for  our  lyricists,  dramatist*, 
and  \vritora  of  fiction     In  the  harmonious  blending  of  thia 
"*  the  hope  of  the  coming  hnmaniatift  art. 
I  and  stubbly  IB  the  way.    The  moral  iaauea  to  be 
worked  out  are  not  altogether  clear,  but  there  ia  no  other 
•  way  but  this.    We  are  standing  at  the  entrance  of 
way  deman  ve  never  ending  and  duty 

•.    Those  are  the  two  chief  leaeona  which  the 
•s  have  handed  down  to  us:  one  positive,  through  their 
vements  and  teachings;  the  other,  negative, 
through  their  short -com  ings  and 
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ment,  149.  See   also   "Rolig- 

Cervantes,  66,  312,  314. 

Charpenti.r.    Julia    von, 

h» T  relation  to  the  Hymns  to 
the  Night,  225-226;  the  B; 
bol    of    Sophia,     the    <h 
Maiden,  226. 

Classicism,  328;  versus  Roman- 
ticism, 1,  2;  fundamental  in 
human  nature,  1,  15;  ans 
to  the  "legal"  temper  in  m;m, 
4-5,  20;  Head,  Intellect, 
Restraint,  the  parent  instinct 
of,  5-7;  in  Hellenic  culture, 
11-12;  often  not  humanistic, 
15;  of  equal  value  with 
romanticism,  15-16;  the 
classic  gardens  of  Louis  XIV, 
20-21;  of  Goethe  and  Schiller 
compared  with  romanticism 
of  school,  23;  French  clas- 
sicism, 317-318.  See  also  "  Ro- 
manticism" and  "Irony." 

Claude    Lorrain,    118. 

Coleridge,  Samuel  Taylor,  23, 
95,  137,  165;  his  Khuhla 
Khan,  38;  his  Ancient  Mari- 
ner, 38. 

Color  sense,  120;  landscape, 
lyric  mood  in  colors,  120. 

Corneille,   Pierre,  317. 

Correggio,   111. 

Cosmopolitanism       303, 

founded  on  love,  156;  the 
false  cosmopolitanism  of  im- 
itation, 308,  331;  its  relation 
to  patriotism,  309,  315-316; 
Wackenroder's  cosmopolitan 
appeal,  309;  romanticism  a 
renaissance,  310,  313;  the  uni- 
versal tree  of  poetry,  310- 
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0;  cosmopolitan 
12.     314.     315; 


French  romanticism.  318; 
the  School's  cosmopolitan 
Neo- Romanticism.  313.  820. 
SM  alto  "  Patriotism 

•ism.  value  of  impres- 
sionist, *m.  96;  the 
two  Schlegels  as  critics  com- 
pared with  Wackenroder.  96; 
the  criticism  of  the  School 
stands  substantially  on  Wack- 

roder's  basis  of  apprecia- 
tion. 99;  the  relation  of  "im- 
pressionism" to  "apprecia- 
and  the  position  of 
the  latter  in  "judicial" 
iticism,  101-102;  criticism 
of  the  School  "appreciative" 
rather  than  impressionistic, 
102,  157;  art  interpretation, 
the  revelation  of  human  in- 
dividuality and  divine 
103;  we  stand  to-day  in  need 
of  " judicial"  criticism.  107; 
the  romantic  Doctrine  of 
sympathetic  art  interpreta- 
tion of  lasting  value.  107. 
Ss*  also  "Art"  and"Poetr 

Dante.  66,  71,  225.  226.  314; 
Beatrice  and  Sophia,  219. 
16.  292;  Beatrice  and  the 
Blue  Flower.  292;  the  DWna 
Commtdia  and  Htimrick  Von 
O/tordtnotn.  300.  Set  also 
'Blue  Flower"  and  "  Hymns 
to  the  \iy>: 

Dt  VAUtmagnt.  lime,  de  StaeTs. 
76. 


0r*o».  Tk*.  Tleck's.  173 


Durer.  Albrecht  304.  806.  806. 
Duty.    Set  "  Lov. 

JMort .  Dtf  offrtn*.  TUck's.  280. 
ffottirf.    Dtr    lien*.    TV 

64.  170.  268-270. 

Joseph    voo.   2ft. 
Elltn.    Oil.    Tleck's.    262-264. 

86f-Ht\  Ifl    If! 
Emerson.    Ralph    Waldo.    28. 

188.   146-147.  280.  329. 
Epigram.  68.  181.  189;  No* 

those  of  the  other  members  of 
the  School.  79.  274. 
Ethical  views  of  the 
ticists.-wife  her 
friend.  M.  243.  244.  250; 
*'  we  have  morality  only  m  we 
have  philosophy  aod  poetry. " 
158;  immoral  viewt  la 
__••  j  ^^m^m  i^kt 

by  msmbsrs  of  tW 
281.  28$;  Storm  mmd 
ethka. 284.28ft;  Pried. 

,"f  iU  • 
ions  OB   the 


s.vi 
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of  the  woman,  235-236,  243; 
sexless  humanity,  236-237; 
symbolism  expressed  by  union 
of  male  and  female,  238-239; 
dangers  in  dealing  with  the 
passions  of  the  body,  239; 
true  matrimony  needs  no 
legal  bond,  240-242;  sanctity 
of  marriage,  242-243;  love 
eternal,  244-245 ;  virtue's  place 
in  the  Golden  Age,  295.  See 
also  "Lucinde. " 
Euripides,  115. 

Fairy  Tale,  the,  79;  roman- 
ticists rediscoverers  of  fairy 
fiction,  252;  Phantasies  per- 
sonification of  fairy  fiction, 
253-256,  273;  childlike  im- 
agination and  conscious  anal- 
ysis, 256,  258;  Grimm's 
Marchen,  257;  Tieck's  folk- 
tales, 259;  characteristics  of 
Tieck's  tales,  260-262,  273; 
Italian  favole,  261;  French 
conies,  261;  Musaus1  Volks- 
marchen,  261 ;  some  of  Tieck's 
tales  bear  characteristics  of 
his  later  short  stories,  262; 
Tieck  thought  a  fairy  tale 
should  have  a  meaning,  264- 
265;  the  supernatural  in 
Tieck's  fairy  tales,  267,  268, 
269,  270,  273,  274,  278,279; 
Novalis  and  Tieck,  273-274; 
Novalis  and  Goethe,  275; 
Hyacinth  and  Rosenblutchen 
pearl  of  romantic  fairy  tales, 
275;  its  meaning  and  relation 
to  Novalis'  other  writing, 
275-279.  Novalis  and  Bohme, 
279;  fairy  tale  in  Heinrich 


von  Ofterdingen  contains  thej 
meaning  of  the  whole  novel J 
282-283.     See   also   "Hymns 
to   the   Night,"  and  " 
rich  von  Ofterdinp 

Fichte,  Johann  Gottli< 

81,   132,   136,   139,   144.    117, 
175,  213,  216;  his  Science  of 
Knowledge,     135.     See     alsm 
"Philosophy"    and    "  Fried  J 
Schlegel." 

Florentin,  Dorothea's,  86,  87. 

Forster,  Georg,  66,  89,  90. 

Forster,  Therese,  89. 

Fortunat,  Tieck's,  259. 

Fragmente.  See  Epigram. 

France,  Anatole,  102. 

Genius,  139,  159;  poet's  genii 
a  spark  of  God's  genius,  180. 
See  also  "Imaginatiot 

Genoveva,  Tieck's,  64,  127-130J 
170-171,   172,  259. 

Goethe,  Johann  Wolfgang  vong 
22,  29,  32,  40,  41,  65,  66,  67, 
71,    95,    141,    144,    165,    167, 
175,   176,  211,  275,  291; 
Wilh.  Meister,  25-27,  32,  316; 
his  idea  of  "types,"  32; 
ference  between  his  art  ai 
that  of  the  romanticists, 
42-43;     idolized    by    roi 
ticists,  65,  71;    Wilh.  Mi 
and  the  romantic  novel,   84, 
87,    275;    with    the    roman-l 
ticists,     progenitor     of     the 
"mood"   in    Germany.    lo:»; 
on    the    necessity    of    with- 
drawing   from     the     super-, 
ficiality  of  life,   116;   nature 
a  living  organism,  141;  Faust,] 
254,  257,  316;  Marchen,  26l] 
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,   On    Carman    Xr- 
806;   G*t,     816; 
816;    Tosso,    816. 
825;  Ipkignia.  816. 

n  Ace,  159;  Novalis'  talk 
with  Fried.  Schlegel  on  the 
Golden  Age,  211;  the  Golden 
Ace  of  the  Christian,  280-281, 
299;  that  of  the  romanticists 
one  of  poetry  and  love,  281, 
297,  300;  the  coming  of  a 
Golden  Ace  the  theme  of 

It  ^M^BBi  /    I  '  ' 

Bl  Mi  ' '  WW          fV/ICTOIP^rW, 

282;  theme  also  of  the  fu 

tale   in    Heinrick   ton   O/tor- 

.aM.  288.287;  Blue  Flower 

288, 292-293, 296,  297, 800; 

its  significance  for  us  to-day, 

297-302.      Set     alto     "Blue 

Gorres,  Joeeph,  308. 
Gtfttingen.    89,    90. 

.#-r  Dirhterbund.  141. 
ngtr  gelehrten  Ameigtn.  71. 
Greeks,  the,  ll-U.  ::i.  66,  165, 
314,    330.     Set    also    "Clas- 
sicism, "  "  Romanticism,  "and 
ried.   Schlegel." 
m.  Jacob,  his  Afore***,  19, 
257,  261. 
Grunow,    Eleonore,    232. 

Haller,  168. 
Humann,  22. 

Hardenberg.     See  "NovalU." 
Hauptmann,    Gerhard,    2.    8; 
his  Sunken   /Irll,   38,  821;  a 

Haym.   Rudolf.  231:  his  work. 

Itomantitshe  Schul 
his  work  compared  with  that 
of  Huch,  XI11 


76; 


Hrgrl.    132.    144     175, 

•m. 

Novmlu- 
of,  214. 

109.  hi. 
10: 

mm  titU  ••  RooMUrtk  Srhool  " 
ioeorreetly. 

/  /  1  \  NFMa  VMI  \sjiitfm99ft9i  rt99^p 

lis',  88.  78.  80.  82.  U 
801;  hero  U  Novalie  himeWf. 
/-      -,.-?'••. 
282.     188-187:     Uw     loco's 


Nlgkt.   294;    Tkck's 

struction  of.  296; 

for  us  today.  800.  *r  esse 

"Blue  Flower." 

tht    \t0*l."     and     " 

divine." 

Heinse,  Wilhelm.  22.  280.284. 
Henwterhuis.  67.  211.  282. 
Herder.  29.  66.  141.  165.  175. 

t         •       .        i.  .  v.  • 

uality,    40;   nature  a  living 
organism.  141; 
of    nature.     167-168. 
Hers.   Henrietta  65. 


204.   804.   809.   812. 
Hettner.  Hermann.  319. 

t^t^i^.       f>|« 

^r*WWVHBVv.       »^i». 

259.   260 

Hoffmann.  Amadaus.  XII. 
Hofmaaotthal.    Hufo    vor 
Holderiia.  J.  C   FHedrkk  113. 
Homer.  166. 
Herem.  die,  71.  Tt. 
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Huch,  Ricarda,  her  work 
BliiUieteitderRomantik,  XII; 
her  work  compared  with  that 
of  Haym,  XIII 

Hugo,   Victor,   2. 

Hiilsen,  Aug.  L.,  23,  190,  231. 

Humanism,  1,  14,  18,  184,  250, 
251;  poet  must  pass  through 
humanitarianism  to  be  truly 
humanistic,  1,  159-160;  hu- 
manism, a  reconciliation 
of  Romanticism  and  Class- 
icism, 14-15,  324;  the  School 
as  well  as  Goethe  and 
Schiller  humanistic  as  to 
first  principles,  23;  its  relation 
to  the  romantic  mission,  35; 
the  part  played  by  Schlegel's 
irony  in  humanistic  art,  187- 
188;  romantic  patriotism, 
aesthetic  rather  than  social 
and  political,  308;  humanism 
in  French  classicism,  318; 
the  infinite  and  the  finite  in 
humanistic  art,  321-323;  what 
is  humanistic  art?  324-326, 
327-328,  330,  331. 

Humor,  255,  260.  See  "  Irony. " 

Hyacinth    und   RosenbliUchen, 
Novalis',  275-279,  282. 

Hymns  to  the  Night,  Novalis', 
185,  214,  285;  represent  the 
mystic  side  of  romanticism, 
208-209,  213,  279;  a  love- 
gospel,  personal,  and  univer- 
sal, 209,  229;  their  relation  to 
the  death  of  Sophia  von 
Kiihn,  217-219;  the  vision 
of  the  Third  Hymn,  218-219; 
love-gospel  became  enlarged 
and  universalized,  219,  250; 
Sophia  becomes  a  divine 


Maiden,  221-222,  276;  th.-ir 
meaning,  221,  223-224;  Ju 
relation  to  them,  225- 
the  prose  version  and  t  he- 
version  in  rythmic  lines,  228- 
229;  their  relation  to  Schlc- 
gel's  Lucindc,  233,  245-249, 
250-251;  relation  to  H-i-irinih 
and  RosenbliUchen,  276,  2 
292;  Bbhme's  philosophy, 
279;  relation  to  Heinrich  von 
Ofterdingen,  279,  294;  the 
Blue  Flower,  292.  See  also 
"Blue  Flower,"  "Maiden 
divine,"  "B6hme,"  and 
"Lucinde." 

Ibsen,    Henrik,    308. 

Ideen,    Fried.     Schlegel's,  205. 

Iffland,    A.    W.,    71. 

Imagination,     131,     136,     : 
180,  284,  286,  289,  300. 

Impressionism,  96,  97, 130,  327; 
appreciation  of  a  higher  value 
than  impressionism,  101. 
See  also  "Criticism." 

Individualism,  connects  itself 
in  18th  century  with  or- 
ganic life,  40-41;  of  the 
StormersandStressers,  41;  of 
Goethe  and  Schiller,  42;  its 
relation  to  irony,  65-66,  192, 
193,  194-195;  to  love  and 
poetry,  155-156;  romantic 
individualism  and  classic 
restraint,  319. 

Irony,  131,  138,  139,  159,  255, 
260;  doctrine  of  man's  in- 
tellectual overlordship,  65- 
66,  192,  193;  closely  allied  to 
the  romantic  mood,  185-186, 
196;  a  check  on  the  poet's 
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enthusiasm  and  love.  187- 
188,  196.198;  mat*  up  Fried. 
Schlegel's  whole  philosophy. 
188-189;  the  ironist,  an  actor 
world's  stage.  192-198; 
ironist  one  who  feels  within 
himieir  infinite  powers,  198; 
Socratie  irony.  194-19 
destructive  elements  in,  195. 
200;  it  implies  sslf-restraint 
for  artistic  purposes,  196-198; 
the  humorous  element  in  it, 
199.  200-208;  Tfock's 
compared  with  that  of  Pried. 
Schlegel,  199-204;  its  relation 
to  symbolism,  205-206;  Lu- 
cinde,  288.  285. 

Jacobi,  Fr..  .1  Heinrich.  66. 
Jean  Paul  Pried.  Richter,  69. 
Jena,  Fried.  Schlegel's  first  stay 

in,  67,  91;    flourishing   years 

of  the  School  in,  70;  A.  W. 

Schlegel  and  Caroline  settle 

90-91. 
Jenaer    UtUratur-zeitung,    71. 

72    73 
Julia.     S*t  "Charpentier,  Julia 

von." 

/Censer  Octavianu*.  Tieck's.  64. 

130.261. 
Kant,  67,  132,  135. 

•r,    Der   gntufeltt.    Tieck's. 
64,  73,  200,  201.  202, 208.  MO. 
Keats,  John,  28.  95.  827. 
Johannes.  806. 

h    von.    XII 
Klinger.   284. 

.stock.  P.  G.,  22.  141.  147. 
163. 
Kotzebue,    P.    von.   71. 


Kuhn. 

ysis  of  nei 
Ml  ill.  J 14. 
on  Novalis.  214-tU; 
death  has  a 
influence  on  Xovmlk. 
was  the  divine 
221,226.  27«.  taught 
that  Night  was  lilt, 
her  relations  to  Julia. 
Sat  also  "Hymns  to 
Nigi 


216; 


2*6. 


Landscape,  in  art  and  poetry. 
117;  revived  by  TWk 

118;     examples.     119.     174; 
Schwind  and   Rkhtar. 
tors  of  the 
scape.  175.Ssfaiat"Natu 

LfHrli**    Mm   Safa.    NovaUs*. 

LeibniU.    158. 
Lens.  I.  II.  R..  2S4. 
Leonardo  da   Vinci.  811. 
Leasing.  G.   E  .  67. 
Levin.   Rahei.  85. 


Literature,  represent.  Ufe.T 
its  relation  to  sciencr.  7;  piaee 
of  Heart  and  Head  ia.  8-U; 
of  prweent  day. 


UM 

in    l.icmturt. 
880.    881.     Sat 
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Louis  XIV,  landscape  garden- 
ing, 20. 

Love,  in  its  relation  to  "  Duty, " 
5,  331;  the  fundamental  note 
in  romantic  poetry,  28-29, 
256;  the  expression  of  indi- 
viduality, 115-116;  love,  the 
heart  and  pulse  of  roman- 
ticism, 151,  186,  329-330; 
this  love  in  the  first  place  a 
love  for  beauty,  151;  beauty 
is  love  in  sensuous  form,  152; 
God  the  Master  Lover  of 
beauty,  152;  Nature  a  Love- 
Song  or  Love-Dream  of  God, 
152-153;  love  and  enthu- 
siasm, 155;  it  cultivates  a 
sympathy  for  the  poetic 
works  of  all  nations,  156,  157; 
it  had  also  a  profound  re- 
ligious basis,  157;  yet  this 
love  lacking  in  humanistic 
value,  157-160;  love  restrained 
by  irony,  186-187. 

Lovell,  William,  Tieck's,  114, 
200,  235. 

Lucinde,  Schlegel's,  68,  69,  84, 
87;  Dorothea  Schlegel  its 
heroine,  69,  84,  240,  242.; 
contains  Fried.  Schlegel's 
views  on  love  and  marriage, 
69;  wife  is  her  husband's 
friend,  86,  243,  244,  250;  Caro- 
line assists  Fried.  Schlegel 
in  the  proof  reading  of,  91; 
Caroline  one  of  the  characters 
in,  92,  93;  irony  in,  203-204, 
250;  compared  with  Whit- 
man's Children  of  Adam,  230; 
compared  with  Heinse's 
Ard.inghtllo,  230;  hero  and 
heroine,  231;  views  of  the 


School    on,    231;  writ? 

a    moral    purpose,    231;    ife 

defence    by    Schlr-icn 

Lucinde    and    TM 
<na  to  the  Nigh 
249,     250-251;     links 
with  Stormers  and  StresttH 
234,  235;  humanity  v. 
sex,  236-237,  248; the s 
ism    of    the    union    o 
male    and    female,    2: 
dangers  in  dealing  \v 
passions   of   the    body 
250;  true    matrimony 
no  legal  bond,  240-24: 
sanctity    of    marriagt 
243;     a     love     gospel, 
love     is     eternal,      244-20 
mystic     side    of    love.     ~15, 
250;  omitted  from  Scl 
collected  works,  251. 

Luther,    133,    306. 

Lyceum  der  schbnen  KunsM 
Fried.  Schlegel's  Fro^nufl 
in,  68. 

Lyric  Poetry,  the  Musenalma- 
nach,  74;   romantic  enthusi- 
asm for,  74;  character! 
some  of  Tieck's  lyric  j 
123-127;  the  lyric  mood,  275. 
See  also,   "Music,"  "Love,f! 
and  "Poetry." 

Maeterlinck,  Maurice,  2,  3,  3oJ 
his  The  Blind,  38. 

Maiden,    divine,   81,   154,   247- 
249;  chief  figure  in  N 
works,   81;  in  Hymns 
Night,     221-222,     276, 
in  Hyacinth  und Rosenbl 
276,   277;   in    the   fairy    tab 
of  Heinrich  von   Ofterdingen 
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in  Heinrich  von  Oftordingen, 

jjyu-'j'.'j      .sw    .!/*«»       HI  .. 
Flower  and 

Marchen.    Sn    "Fairy    tale." 

Marriage,  romantic  ideas  of. 
SM  "Lucinde  " 

Melanchton.    188. 

Mendelssohn,  Dorothea.  5s* 
"Schlegel,  Dorothea." 

Mendelssohn,    Moses,    84,    281. 
312. 

Michaelia,  Johann  David.89. 

Middle  Ages,  317;  romanticism 
not  defined  by  a  return  to, 10- 
11.  Romance  muse  of  th<- 
Middle  Agra  in  Tieck's 
GrtaovrM  and  /Coisrr  Ooto- 
viaiuis,  128;  poetry  of,  com- 
pared with  that  of  the  Renais- 
sance, etc.  154,  813,  314,  317; 
mysticism  in.  228;  the  "ro- 
mantic" period,  317. 

Moliere,    317. 

Montesquieu,  66. 

Mood,— poetry,  if  genuine,  the 
pression  of  mood,  108.  155; 
mood  is  a  mental  state  mi 
pmms,  which  impels  man  to 
poetic  production,  108;  in 
th«*  mood,  not  only  emotion 
but  also  intellect,  imagina- 
tio  09;  the  mood  and 

the  dream,  closely  allied.  109; 
Romanticism  is  the  gosp. 
the  poetic   mood.    109. 
the  poet's  dreams  must  not 
take  us  too  far  away  from 
the   mood   an 

antidote  to  the  poison  of  life's 
realities.   116;  three  kinds  of 


I.  117;  the  better  lyrk 
mood  prised  by  to.  romaa- 
ttdsv  .  liiuteoafi.  a 

lyric   mood   la   colors.    110; 

1  :M;  the  rytiun.rbym*.  meter 
of  poetry,  ti»  iipreaalus  of 
1-128;  daager  of 


r.     l.'l. 

128;  Tiock's  lyric 

of    musical    moods.    128-126. 

TSaak's  poetry  of 

thing."  126;  the 
of  primitive  days. 
G'motrM  aad  /Cc 


lions  of.  129-180;  U» 
mood  and  Fielrtoiam.  187-188; 
the  poetic  mood  aad  Irooy. 


188,    185-186,    196; 
tidsm  revelation  of  its 
moods  and  of  divine 
158.      Set      oJeo      "Love." 
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Morality.  Ssr  ••  Ethioal  views,  - 
. .  in  Wackaarodar.  9ft- 
99;  InTlock.  ill-:::  m  No- 
valis,  226-228. 

Murillo.    19. 

Music,  effect  of.  on  Tieck.  49- 
50.  121;  highly  osloamed  by 
romanticists.  49.  121;  la 
Wackearoder  more  taaa 
poetry.  49.  121;  to  TWk 

•^^a^B^       l^^ft*^  »^MkW     lVaa>   A 

pcwujr*   tow   BO   fwva  i 

tone,  121;  ha  sought  to  vo. 
ealiM  word  aad  parser 
128;  the  mostoal  qaaMty  la 
lyric    poetry   oaasidjsrod    aa 
poetry's  aUaf  ead.  1X2.  dif 
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ference  between  music  and 
poetry,  123-124;  Tieck's 
lyrics  founded  on  musical 
moods,  124-126;  the  emp- 
tiness of  poetry  of  that 
nature,  126;  its  resemblance 
to  primitive  tone-lyrics,  126; 
Wackenroder  opposed  to 
meaningless  poetry,  127;  mu- 
sic in  Tieck's  Genoveva  and 
Kaiser  Octavianus,  128-130. 
See  also  "Mood"  and  "Lyric 
poetry." 

Mysticism,  144;  in  Novalis,  76, 
77,  78,  79,  217,  293-294,  298; 
Bohme's  mystic  philosophy, 
82,  220-221;  a  yearning 
away  from  this  world  to  some 
diviner  dwelling  place,  213; 
mystic  powers  of  Novalis,  217- 
219;  of  the  School  is  that 
of  Plato  and  Plotinus  not 
that  of  the  Middle  Age,  222, 
324;  mysticism  of  Middle 
Ages,  223;  Fried.  Schlegel's 
mystic  philosophy  of  love, 
245,  250;  see  also  "Maiden 
divine,"  "Blue  Flowers,"  and 
"Nature." 

Mythology,  148,  283,  287. 

Naturalism,     10,    328. 

Nature, — some  landscapes,  119, 
174;  romantic  conceptions 
of  nature,  a  Love-Song  or 
Love-Dream  of  God,  153-154; 
wild  nature  was  called 
"romantic,"  163-164;  that  of 
the  romanticists  and  that  of 
Rousseau,  163-164;  nature 
sense  subjective  and  pan- 
theistic, 166;  romanticists 


fully  conscious  of  th< 
logical  process,  166-1 
subjective  intercourse  wit 
nature,  168-170;  th 
tion  of  the  moon  in,  170-171 
sounds  in  nature,  171 ; 
sound  of  the  horn  in  the 
tude  of,  171-172;  a  mood  J 
love  in  the  midst  of,  179 
sympathy  of  nature  in  Tieck's 
Dream,  173;  the  romanticist's 
pantheistic  nature,  17.~»-1S3; 
Tieck's  vision  during  a  sun- 
rise, 176-178;  pantheism  ol 
the  romanticists  does  not  exl 
elude  a  divine  Personality! 
178;  the  universe  God's  great  * 
work  of  art,  180;  fri< 
with  nature,  181-183;  the 
poet's  limits  in  hi 
course  with  nature,  183-184J 
mystical  conceptions  of.  ^70, 
271.  See  also  "Pantheism 'I 
and  "Philosophy." 

Neoplatonism,    153,    165,    2201 

Nicolai,  Fried,  71. 

Nietzsche,   F.,  69. 

Novalis  (Friedrich  von  Harden- 
berg)  ,  2,  23,  34,  44,  55,  70, 
127,  159,  180-181,  190,  208, 
231,  319;  his  insist* i 
the  technique  of  a: 
tellect  but  a  dream  of  feeling, 
45;  to  romanticize  is  to  sym- 
bolize, 48;  friendship  with 
Fried.  Schlegel,  56,  82,  211- 
212,  215;  with  Tieck,  56, 
70,  80;  compared  with  Fried. 
Schlegel,  76,  79,  80,  186;  com- 
pared with  Tieck,  76,  77, 
80,  81,  168,  273,  278-279; 
with  Wackenroder,  76,  77; 
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with  A.  W.  Schlegel,  76,  77, 
79;  no  good  edition  < 
works.  76;  mysticism  his 
master  passion.  76.  77,  78. 
79,  217;  Steffens'  analysis 
of  his  character,  78;  the  fairy 
tale  quality  of  his  writings. 

A  prophet  and  interpre- 
ter of  spiritual  thing*.  7 

seriousness  of  his  nature, 

79.  80;    not  an  ironist.  80. 
138;    Bohme's  influence  on. 

80,  81.   82.   219.   221.   279; 
Tieck's  influence  on.  80.  81; 


talked  with  fried 
oo  Ust  Goldea  At*.  211; 
dreamer  aad  sBaa  of  tk» 
world,  tit.  213:  »eete 
dopma  vtw  Kuha.  213.  hsi 
analysis  of  SopsjU  •  char- 
acter. :i  effect  of  So- 
phia's illness)  OB  him.  tlt-tU; 


lil-rary  mrlirily.  216-217. 

phim 

219; 

Maiden.    221.   226.   ttT;   ft* 


philosophy  of  the  divine  or 

veiled  Maiden.  81.  82.  221- 

279.  292-293; 

his    Lchrliw    von    Sai*.    81. 

-'75; 

MML.81,  208-209 , 
ttl-2tt,  283-224,  225-226. 
228-229,245-249;  his  poetic 
mission,  82;  the  Blue  Flower. 
82,  288.  289, "" 


298,  296-297;  his  death.  82; 
his  high  estimate  of  the 
dream,  1  te's  phil- 

osophy, 137,  138;  Spelling's 
philosophy,       142-143;      ••> 
Chrittenkeit  und 

with 

i,  168-169;  nature.  180- 
182.  276.  279;  letter  to 
Reinhold.  209-210;  Schfllor. 

210.  211;     went    to    Lolpsig 
to  discipline  his  mind.   210- 

211.  meets  Fried.    Schlefel. 
•J 1 1 :     poet  and  business  man. 
•jn.  213.  223;  FHo&jBBfcr*' 

descnption_*f,    211; 


n  «n 


Novel,  the,  25-27.  32.  84.  87. 

it  m 


JCeissr.    64. 


On  tht  SmbUmi 
Burke's.     104. 
Oetian.  22. 


131,    165.   178-10 
256     Set    olso    "lUUfkm  " 

p. ---i         |Q 

•  ascai.   iv. 

Patriotism.  808.  308;    tovolves) 
a  sense  of  the  «ota  of  the 


^.B?         •    •  Ojl^M  A«O) 

of    r-.a'..  -t    arr. 

305406;    hit   potHotsMi   OJ 
fervent  as  that  of  Goethe.  306; 

i  X         •  .... 

• 

. . 
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and  political,  308;  Cosmo- 
Germanic  conceptions  of  the 
School,  313-320;  French  ro- 
manticism anti-patriotic.  318; 
patriotic  services  rendered, 
319;  see  also  "Cosmopoli- 
tanism." 

Paul  us,    Caroline,    85. 

Percy's   Reliques,   22. 

Perrault,    Charles,    261. 

Peter    Leberecht,    Tieck's,     74. 

Petrarch,  71,  115,  118,  165,  166, 
314;  Laura  and  Sophia, 
219. 

Phantasie.   See  "Imagination." 

Phantasieen  uber  die  Kunst, 
Tieck's  and  Wackenroder's, 
62. 

Phantasus,  Tieck's,  253-256. 

Philosophy,  the  great  philoso- 
phers of  the  time  co-workers 
with  the  romanticists,  132; 
transcendentalists  in  Ameri- 
ca, 132-133;  romanticists  in- 
dependent philosophic  think- 
ers, 133-134;  common  goal 
of  romanticism  and  nation- 
alism, 134;  the  transcendental 
Ding  an  sick,  135;  the  human 
ego  enlarged  by  Fichte  so 
as  to  include  the  transcend- 
ental, 135,  136;  the  ethical 
element  in  Fichte,  136;  Fichte 
and  the  different  members  of 
the  School,  137,  140;  Fich- 
te's  philosophy  and  irony, 
138-139;  Schelling  leads  the 
romanticists  back  from  the 
transcendental  to  nature,  140, 
142;  the  evolutionary  the- 
ory in  Schelling's  nature  phil- 
osophy, 140-141,  179;iFich- 


teism  a  chronological  impossi- 
bility, 141;  Schelling  studies 
nature  a  priori,  142;  Schel- 
ling's philosophy  becomes  in 
the  hands  of  the  romanticists 
poetic,  142,  270;  romanticists 
deeply  interested  in  a  divine 
Principle,  144-145;  Schl.-i- 
ermacher  pointed  out  new 
avenues  of  approach  to  God, 
146;  we  can  communicate 
with  God  only  through  feel- 
ing, not  through  will  or 
intellect,  146-147;  romantic 
philosophic  speculation  and 
religious  faith  led  to  con- 
ceptions of  a  new  mythology 
and  a  new  Catholic  Church, 
148;  Philosophy  of  the 
School  has  to  do  mainly  with 
beauty  and  love,  150;  ro- 
mantic conceptions  of  poetry, 
art,  nature,  and  religion  ex- 
plained by  their  philosophy 
of  love,  150-153;  romantic 
philosophy  sought  to  sub- 
stitute the  inner  for  the  outer 
world,  156-160;  it  lacked 
in  truly  human  idealization, 
160;  pantheism  of  the  ro- 
manticists did  not  exclude 
a  divine  Personality,  178-180; 
the  poet's  share  in  the  divine 
plan  of  the  universe,  179-182; 
the  poets  God's  favorites,  180; 
Fried.  Schlegel's  and  Schlei- 
ermacher's  philosophy  of 
"perfect "humanity,  236-237, 
248,  250;  Novalis',  274. 
See  also  "  Love  "  and  "  Poetry ." 

Piero    di    Cosimo,    312. 

Pietism,    147. 
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lato,  27,  34,  67,  81,  1S3,  153. 
208,  211,  286;     Bfthme.  220; 
mystidm  222,  824;    Beauty 
Absolute,   824. 
is,  222. 

»oetry.  to  poetize,  to  roottn- 
tkiie,  to  tyro  bo  ll»«.  48:  art- 
interpretations  entitled  to  bt 
called  "poetry/*  96;  all  genu- 
ine poetry  founded  on  mood. 
108;  romanticism  primarily 
lovers  of  poetry  and  inter- 
preters of  poetry.  ) 
whole  poetic  activity  ex- 
plained  br  their  philosophy  of 
love,  150-152;  poetry  found- 
ed on  love  universal,  (§4^ 
romantic  :  he  poetry 

of  poetry.flSf  310;  the  poets, 
kinjrs    and     princes    of     the 
worid.  290;  the  tree  of  poetry, 
310-311.  316,  317,    820;    the 
dream  of  a  Neo- Romanticism 
g    the    poetry   of    all 
nations,     313-320,    SM    ol*> 
•t "and  "Mood." 

Politics,    808,     315.     Stt     also 
"Patriotism." 

Urine,    317. 
Rambler,   71. 
Raphael. 
Rationalism.     134,     135. 

'  RiUgian.  Schlei- 
ermacher's.    146. 
Reichardt,    65. 
^•jhold,    209,    213. 
Religion,  in  its 

romanticist! 

cttod  in  a  divine  Princi- 
ple, 144;  the  God  they 
•ought  not  the  Biblical,  but  a 


Cod.    144.    in; 
yet  th*y  helUred  also  ia  a 
God.  US.  147.  in; 


:*      t 


could    be   niched.    144-147. 
MM  ia  part  on 
In  part  on  faith  i 
plation.    147-148;    tfcts 
oncilabihty  solved   by    «vm- 


Restif    de    la    Bretonne.    114 
Kirhter.    3n  "Jean   Paul.'* 
Richur*.    Ludwig.    175. 
Ritter.    Johann    WUbsim.    70 
Roman.    Set  "NoW." 
•• 


-Pd^ry."  and  " 
omantidsm.    164.   22T.   222: 

XV.     2.   210;     to 

XI- 

l.  2; 

tal  in  human  natare.  1.  5.  6. 
It   12.  222;    no 
as  to  mesjung.  *; 
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Instincts  of,  5-7,  328-329; 
not  defined  by  a  return  to 
Middle  Ages,  10-11;  in 
Hellenic  culture,  11-12; 
more  than  the  return  to  any 
past  period,  12;  a  return  to 
the  well-springs  of  life,  12; 
definitions  and  meanings,  12- 
4,  25,  26,  29,  34,  48, 
52,  53,  68-69,  109,  115,  134, 
152,  154,  160,  208-209,  229, 
243,  300,  310,  329;  different 
in  each  age,  13;  different 
in  each  individual,  13; 
often  not  humanistic,  15, 
324-328;  of  equal  value  with 
classicism,  15-16;  can  it  ever 
wholly  disappear?  16;  tem- 
peramental approach  to, 
19-20;  relation  to  science, 
25;  an  emancipation,  26; 
the  poetry  of  confession,  29, 
103,  326;  it  is  symbolism, 
47,  48-49,  51-52,  208;  ro- 
manticism, emotion,  and 
mood  are  terms  closely  allied, 
109;  a  withdrawal  into  the 
kingdom  of  the  inner  life, 
115-116,  134,  142,  208,  229, 
329;  it  expresses  itself  in  a 
distinct  style,  120;  to  many 
the  sensuous  quality  in  lyric 
poetry  independent  of  ideas 
is  romanticism,  122;  a  gos- 
pel of  the  poetic  mood,  152; 
a  love-gospel  of  spiritual  life, 
152,  154,  208,  243,  326,  329; 
romantic  character  grows  _by 
striving  without  doing,  158- 
160;  French  Romanticism, 
317-318;  failures  of,  to  ex- 
press the  needs  of  our  present 
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day,   324-328;    romanticism! 
sense    of    the    infinite,    329B 
Romantic  School  in   C 
94,  95,  268,  291;    correct  usJ 
of  the  title,  XII,  55-56;  samJ 
as   Fruhromantik,    XII       n-- 
newed  interest   in,    XIV;  its 
position   in   the  lit<-ruture  of 
Europe,     XV;     reasons    foil 
renewing  our  interest  in,  17-1 
18;  temperamental  approach! 
to     romanticism    of. 
its  short-comings  and  idealsj 
17-18,    23-24;    the    School  J 
forerunners,     22;      its     aim! 
reconciliation  not  revolution,! 
23;     the    writers    of,    23  T  J 
humanistic  movement,  23-24] 
its  aim,  Seelenkultur,  24,  221 
326;     relation     to     Goethe' 
With.  Meister,  25,  27,  32,  84, 
87,     275;     a    movement    ol 
emancipation,  26;  cannot 
cape  stigma    of   aesthetic 
27;    romanticism  of,  a  l 
gospel,   28-29,   228-229; 
personal     element,     29, 
love  the  central  force  of 
movement,       28,       150-152; 
the  superpersonal  element 
its  romanticism,  30,  34,  69, 
326;    the  School  and  mod< 
romanticism,  31;     writers  of, 
admirers  of  Greek  beauty,  31; 
its   relation   to   Schiller,    32; 
difference  between  its  art  and 
that  of  Goethe,  33,  42- 
highest  mission  to  reveal  the 
Divine,   34-35,   326;     Plato's 
Ideal  Republic  and  its  Golden  I 
Age,  34 ;     its  search  for  means_ 
to  reconcile  outer  and   ir. 


ivnr.x 


World.    86-37; 

its  art  and  that  of  theStorm- 


48-45;  influence  of  religion 
on  its  art.  46-49;  high  esteem 
of  music.  49-51;  art  and  na- 
ture symbolic,  51-54;  had  ao 
well-defined  programme.  55; 
DO  teachers,  55;  made  up  of 
leaden  of  a  general  I 
55;  members  of, 
dent,  55-56;  bound 
by  friendship,  56;  had  a 
monRoul  tniv. •!.-«!  !••.  Hpsjmli 
roads,  56;  Fried.  Schlegel 
knits  tie  of  union,  6£ 
centre  in  Berlin,  67, 69;  Fried. 
Schlegel  Its  doctrinaire,  68- 
69;  component  parts  of  its 
romanticism.  69,  72,  817; 
thence  in  Jena,  70-71.  91.  98; 
of  short  duration,  75;  dif- 
ferent members  of.  compared, 
76,  96;  its  happy  household 
in  Jena  suddenly  broken  up. 
much  of  their  poetry 
not  in  verse,  95;  members 
of,  sympathetic  interpreter 
of  beauty,  96,  97;  Roman- 
ticism of  the  School  begun  by 
Wackenroder's  pronuncia- 
mento,  99;  writers' 
tive"  rather  tKfn 
rioniatic"  critics.  102; 
ten,  progenitors  of  the  poetic 
mood,  109,  152; 
of  School  a 
drawn  out.  116;  a 
mon  mistake  to  apply  to  the 
whole  School  the  defects  of 
one  of  its  writers,  127;  Tleck's 


or  the 


not  easily 

wrUrn  of. 
ooe.    144 


.-  ••    li- 

tially  sjetlsftle.  not 
tarian.    1&S-I60. 

Hie.  159-160.  814-iU 

-f      l>-r,r 

166; 


what  part  of  lu 

still  of  value  to  us?  MMtf. 

I 


Rousseau.   Jean    Jacques.    66. 
115,   141.   161.  809;    a  fore- 
of  the  school.  »;    Us 
father    of    the 
mood.  109;    Ike  aa- 
he  loved  best.  161-ltt; 
a  prophet  la  Us  Ustory  of 

Ul 


III 


INDEX 


Satire,   260. 

Schelling,  Friedrich  W.  J.  von, 
23,  70,  81,  182,  187,  142,  144, 
153,  175,  179,  205;  his  opin- 
ion of  Caroline,  88-89;  his 
love  for  Augusta  BOhmer,  93; 
his  new  love  for  Caroline,  98. 

Schildburger,  Tieck's,  200. 

Schiller,  Friedrich  von,  31,  40 
41,  66,  114,  144,  167,  175, 
218;  follower  of  Kant,  32; 
his  idealism  one  of  character, 
32;  assists  A.  W.  Schlegel, 
90;  his  relations  with  No- 
valis,  210,  211,  212,  213; 
with  Fried.  Schlegel,  236. 

Schlegel,  Aug.  Wilhelm,  2,  22, 
55,  70,  74,  85,  89,  93,  190, 
211,  319;  beauty  a  symbol- 
ic representation,  47;  to 
poetize  is  to  symbolize,  48; 
friendship  with  his  brother, 
56;  with  Tieck,  56,  74; 
head  of  the  romantic  coterie, 
70,  73;  a  noted  critic,  71, 
72;  his  critical  reviews,  71; 
his  Lectures  on  Literature  and 
Art,  71,  72,  73;  his  Vienna 
Lectures,  71,  72,  76;  trans- 
lator of  Shakespeare,  72,  76, 
91,  812;  compared  with  his 
brother,  72,  73,  76,  77;  his 
romanticism,  73;  his  reviews 
of  Tieck  and  Wackenroder, 
73,  74;  influenced  by  Tieck, 
74;  the  Musenalmanach,  74; 
his  Ion,  74;  a  master  in  the 
technique  of  poetry,  75;  but 
lacking  in  "consecration," 
75;  his  stay  in  Berlin,  75; 
influence  on  Mme.  de  Stael, 
76;  an  orientalist,  76 ;  com- 


pared with  Tieck,  76,  77; 
withNovalis.76,77,79;  first 
meeting  with  Caroline,  89; 
marries  her,  and  they  settle 
in  Jena,  90;  leaves  Caro- 
line in  charge  of  his  brother, 
91;  Caroline  probably  never 
loved  him,  94;  his  cosmo- 
politan scholarship,  312;  his 
dream  of  a  cosmopolitan 
school,  815. 

Schlegel,  Caroline,  23,  85, 
compared  with  Dorothea,  83, 
88;    a  masculine  mind  com* 
bined  with  feminine  charms, 
88-89;    impulsiveness  of  her 
character,  89;    relation  with 
Georg  Forster,  89,  90;     was 
accused  of  political  intrigue*] 
and  imprisoned,  89-90;    gave] 
birth  to  an  illegitimate  child, 
90;    A.    W.   Schlegel   corned 
to  her  rescue,  90;    he  marries 
her  and  they  settle  in  Jena, 
90;    she    becomes    her    hus- 
band's literary  assistant,  901 
91;    renders   also   assistance 
to  Fried.  Schlegel,  91;  h 
tess  of  the  household  of  the 
Romantic  School,  91;    exerts 
an  influence  on  Fried.  SchlegeM 
92;        her    self-characteriza- 
tion as  left  in  a  synopsis  of  a 
novel,     92-93;    she     was    a 
coquette,    93,    94;    yet   also 
serious,   93,    94;    Friedrich's 
characterization    of,    in    his 
Lucinde,  93;    falls  out  with 
Dorothea  and  Friedrich,  93; 
falls  in  love  with  Schelling, 
93;    never  truly  loved  Schle- 
gel, 94;    an   interesting  but 
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DOB 

not    a    irett    WOMB.    94  0 
Sehlefti.  Dorothea,  28,  65,  69. 
91,  98;    heroine  of  £,.*<•*. 

69.  84.  281;    divorced  from  witli  to 
Veit,69,  84;    follow.  Fried  Uk-, 

Schletei    to   Jena,    69;    her  hU  Kay  ia  Berlia,  65. 

Ttaloi  of  KMT  huibaod't  dip-  70,  77.  84.^1.  Ml  jg*» 

loromuc  futur*.  76-76;    com-  taftl  ••JMIIIV.  •••*'  I*J 

paml  with  QMTollo..  88.  88;  *»,  64.  79.  1  *•    »J 

a  Utorary   b»lpm*u  to  IMT  ;    Mi 

husband.  Prtod.  OcMigrf.  88;  189.  in.  198. 191 


Simon  Veil.  88.  84;  not  a 
happy  marriaf*,  88.  84;  a 
worthy  ofepriac  of  h«  faU-r, 

At  «88li  MriL    Mhpl, 

84;  joint  hw^lf  to  PrWd. 
Sehkfri  without  tecal  oo«- 
tract.  84. 289-340;  htrcha* 
^Ur.  84.  86;  h«r  L*~* 
85,  87,  88;  h«r  unnlftih 
lo^  tor  her  bu.b»d.  86  M. 
87;  a  "W.nd"  to  hw  \u+ 
d.  86;  h»  o 
86  87:  lui 


wv  ,          "-W—  ~* 

Schlegel  in  1802.  88;  ahe 
accepts  PiuteetinHem, 
later  ahe  enter,  the  Roman 
Catholic  Church, 88;  her  rela- 
tion with  Caroline,  91,  98.  94. 
thleflel.  Friedrich.  22.  25.  81. 
iTw,  84,  86,  98.  180.  199. 
204,  205,  218,  819;  eaw  the 
romantic  spirit  in  Greek  art, 
12;  admirer  of  Greek  beauty 

th.-n  roMstkl  •   11   "•  !• 
t^wms  of  change.  81;    ia- 


INDEX 


75,  307,  812;    writer  of  pa- 
triotic lyrics,  75;    as  a  dip- 
lomat, 75-76;  compared  with 
Tieck,     76,     77,     186,     199- 
200;    compared  with  Wack- 
enroder,  76,  186;    compared 
with  Novalis,  76,  77,  79,  80, 
186;    he  meets  Dorothea  in 
Berlin,    84;     he    makes    her 
the   heroine   of   his   Lucinde, 
84,   240,   242;    his  relations 
with    Caroline,    91,    92,    93; 
thinks   that    poetry   can    be 
criticized  only  through  poetry, 
96;     makes  extensive  use  of 
Fichte's  philosophy,  137;  com- 
pared   with    Coleridge,    137; 
deeply  interested  in  a  divine 
Principle,    144;     deficient   in 
his  love  for  mankind,  158-159; 
people  could  not  understand 
what  he  meant  by  his  irony, 
190-191;    aspired  to  be  the 
Socrates    of    his    age,    196; 
his  doctrine  of  self-expression 
and    self-restraint,     196-198; 
difference  between  his  irony 
and  that  of  Tieck,   199-204; 
after   1798   his  irony  passes 
into     symbolism,      204-207; 
friendship  with  Schleiermach- 
er,    232;     his   views   on   the 
social  position  of  the  woman, 
235-236;     On   Diotima,    236; 
On    Philosophy,     236;       not 
legally  married  to   Dorothea 
till    1802,    239-240;    faithful 
to    Dorothea,   242;     his    in- 
terest in  the  German   past, 
306-307;     his   Geschichte   der 
Poesie  der  Griechen  und  Romer, 
311;    his    Ueber   die  Sprache 


und     Weisheit     der     Indier, 
111, 

Schleiermacher,  Friedrich  Dan- 
iel Ernst,  22,  25,  55,  65, 
81,   85,    127,    144,    175,   204; 
makes  attempts  to  write  lyric 
poetry,   74;    compared   with 
Novalis,    79,    81;     his    \ 
of  a  religious  man,  81;    de- 
fence   of    Lucinde, 
perfected  humanity,  236-237. 
See  also  "  Religion  "  and  "  Phi- 
losophy." 

Schwind,  Moritz  von,   IT". 

Science,  its  relation  to  literature, 
7;  to  romanticism,  25. 

Scott,  Sir  Walter,  2,  23. 

Shaftesbury,    153. 

Shakespeare,  45,  49,  71,  165, 
166,  192,  258,  312,  314;  his 
Midsummer  Night's  Dream, 
19,  113,  258;  the  greatest 
of  romantic  poets,  45;  his 
Macbeth,  W\  Caroline  assists 
her  husband  in  his  Shake- 
speare translation,  91;  his  na- 
ture sense  anticipating  that  of 
Rousseau,  163;  his  Tempest, 
258. 

Shaw,    Bernard,    308. 

Shelley,  Percy  Bysshe,  2,  23, 
26,  95,  327. 

Socialism,  331. 

Socrates,  194,  195,  199;  his 
irony,  194-195. 

Solger,   199. 

Sommernacht,  Die,  Tieck 's,  61, 
113. 

Sophia.  See  "Kiihn,  Sophia 
von." 

Sophocles,   11. 

Spiess,   71. 
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67.  144.  158,  16ft.  206.  maatfe  etyK   68.    120;    tb. 

Stael.    Madame  de.  129.    3  vnlverse  U  God's  great 

meeting    with    Rente.    189.  of  symbols.  180;    ft 

Steffens.   Henrik.  70.  78.   17ft.  to  irony.  206-206;    Day 

281;    his  analysis  of  NoraUs'  hoi     of     the     Mfba,     06; 

character.  78.  Earth    symbol    of    Heave*. 
Sttrnbaldt      Wandirungi*. 

Tieck's.  62.  28ft. 

Stolberg.   Friedricb.    168.  Tain*.   II    A..  819 

Stormers   and   Streeserv.    fore-  Tennyson.    2*    16ft,    128,    191. 

nnnra  of  school.   22.   141,  Twrt*.  Joseph.  8 1 8. 8 19 

revolutionary.  22;  their  Tbeocritue.  118.  16ft.  164 

idea*    of    individuality.    41.  Thompson.  Jame*.   It) 

difference  between  their  art  Tleck.  Udwig.  2.  22.  ft4.  ft*.  66. 

and  that  of  Goethe  and  the  Oft.  97.  281.  820.  827;    ia*fte- 


4J-M.     Iff]      Mi    bMl     M  ^.  2CO. 

human     instincts.     184-  18ft;  494! ; 

Lufindf.  284.  friendship  with  Wi 

Straparola.  Giovanni.  261.  56.  60.  61.  in;    with  A  W 

C!fvvs>ntAei^^^n%*MnAA^*Va^a4i^^^        ••nf^Menf*  flsWsWa^ae^*aJ       »1J^ 

114.   200.  personality.  40.  63      a 

Sturm  und  Drang.   Sss"  Storm-  minous  writer.  61;    Ms  Dei 

ers  and  Stresssri."  gim*ie?Bsall.    61.    112;    bis 

Style,    romantic,    directly    de-  AbdaUa*.    61.    118.114.  267; 

pendent  upon  Symboliam.  52.  O«s    frttsj*    BesW.   61;    bad 

58,    120.    S«    oZso    "A: 
Symbolism,  164,  26ft,  827.  828; 


mony.87.181;   closely  related 

to  romanticism.  87.  89.   47. 

48-49.  5142.  208;    point*  to 

a  meaning,  88.  51;    symbol-  roder.  62.  67.   76.  9* 

ism  of  the  School,  metaphy-  129;    n  rational  strata  in  bfcs 

deal.   88;    example*,   88-40;  make-up.  63 

symbolism  has  always  been.  realist.    68;    a 

t   reconciles   the   finite  poet.  "68.  80.    aa 

with  the  infinite.  47;    sym-  I  : 

bolism  and  allegory,  52.  206;  00.  26ft; 

through  it  romantic   mission  JCafcr.  64.  78.  200.  201. 
expressed,  58;    it  define*  ro- 


INDEX 


64;  Genotwa,  64,127;  Kai- 
ser Octavianus,  64,  127,  261; 
his  character,  64 ;  Der  Blonde 
Eekbert,  64,  170,  268-270; 
Der  Runenberg,  64,  270-272; 
compared  with  Fried.  Schle- 
gel, 67,  76,  186,  199-200;  in 
Jena,  70;  Blaubart,  73,  200; 
influenced  by  A.  W.  Schlegel, 
74;  the  Musenalmanach,  74; 
compared  with  Aug.  W. 
Schlegel,  76,  129;  compared 
with  Novalis,  76,  80,  81,  129, 
130,273,278-279;  his  mys- 
ticism, 77,  80,  270,  271; 
his  influence  on  Novalis,  80; 
an  appreciative  art-inter- 
preter, 97;  the  poetic  mood 
can  be  best  studied  in  Tieck, 
109;  his  moods  much  the 
same  as  his  dreams,  110-111, 
256-257;  his  dream-instinct 
had  also  a  physiological  ba- 
sis, 111;  his  night-dreams, 
111-112;  considered  dreams 
of  the  highest  value,  112, 117; 
the  three  periods  in  his  de- 
velopment, 113;  his  William 
Lovell,  113,  235,  267;  his 
Straussfedergeschichten,  1 14 ; 
influenced  by  Wackenroder, 
115,  116-117;  the  poet's 
spirit  like  an  ever-moving 
stream,  117;  three  kinds  of 
moods,  117;  the  landscape 
as  the  expression  of  mood, 
118-120;  his  attempts  to  give 
to  poetry,  musical  melody, 
121-126;  he  sacrificed  ideas 
to  musical  construction,  122- 
125 ;  poetry  became  thus  of- 
ten a  "plaything"  in  his  hands, 


125-126;  but  Tieck  could 
also  be  serious,  127,  2 
Tieck  and  Wordsworth,  167; 
conscious  of  the  psychologi- 
cal process  of  man's  inter- 
course with  nature,  166-1 
he  played  with  nature's  ima- 
ges, 168-169;  his  great  love 
for  nature,  169-170,  177; 
his  unique  experience  of  a 
sunrise  in  the  Harz  Mountains, 
176-178;  difference  between 
Tieck 's  irony  and  that  of 
Fried.  Schlegel,  199-204; 
Sternbald,  235;  he  arid  No- 
valis fairy  tale  writers, 
253;  his  Phantasm,  253- 
258,  264,  267,  273;  limita- 
tions of  his  child-like  tempera- 
ment, 256-257,  258,  2 
his  essay  on  the  Supernatural 
in  Shakespeare,  258;  Die 
Elfen,  262-264,  265-266,  267, 
270;  Die  Freunde,  266-267; 
his  interest  in  the  art  and 
literature  of  the  past,  307- 
308;  Tieck  and  Shakespeare, 
312. 

Tieck,   Sophie.          See  "Bern- 
hardi,    Sophie." 

Tolstoi,    Leo    Count,    27. 

Uhland,    Ludwig  XII,   95,  109. 

Veit,  Dorothea.     See" Schlegel, 

Dorothea." 
Veit,    Johannes,    85. 
Veit,   Philip,  85. 
Volksbucher.    See  "  Fairy  tale. " 
Voltaire,  66,  317. 


Wackenroder,  Wilh.  H.,       23, 
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101:    tohftojort 

voifue    reaaoo,    45-46.    68:  terprata 
nature  and  art  eymboia.  49; 
trieodahip  with  Tieek,  66,  60, 
178;     of  eenaitiv 
men'             '7,    98; 
the  language  of  the 

hia  pure  religioua  faith. 
58.  77;    lover  of  art  rather 

than  a  critic.  58;      hiegiioji.  106.    106-107; 

contain     leading     ideae     of  oo  TUek.  Hi.  II 6- 117. 

School.  58-59;    waa  not  uo-  MOM*  who  gave  to  all 

derstood  by  hie  father.  59;  ore  I 

hie  love  for  muaic.  59;    eriu  116; 
ideae    Tleeh.     61-68;        hi. 

804,    809.    812;       compared  and  ai 

with  Tieck.  62,  67.  76.  96.  Wahel. 

compared  with    Pried.  H'dl. /* 

Schlegel.  67.  78.  76.  96.  186;  WeJtgetst.    176.  179.  886.  870. 

with  A.  W.  Sehlegel.  76.  96:  876. 

with  Novalia.  76;      an   "ap-  Werner.     Zacbariae   XII.    108. 

predative"    rather   than  aa  Whitman.  Walt.  in.  880;    hit 

•' impressionistic"   critic.   96.  CftOaVmoj 

H  teojitlve  nature  in 

part  due  to  a  weak  body.  98-  Wielaad.  C    M  .  68. 

99;        hia    phyeiological    or-  ITilaelei  Jaftiekr.  Goethe'a. 

ganiaation    connected     with  "GoHhe," 

hia  artistic  nature.  99;    hia  William    lowB.    Tleck*a. 

high  estimate  of  emotional  "  LovoD.  WUHam  ** 

life.    99.    108:    hia    genuine  Wlinkelmeoi     J     J 
inaistonc*  on  individual  feoW 
ing  inauguratoa  the 

Movement,   99;    a  bora  in-  Worde worth,  WQttaaa.  8. 88, 98; 
terpretor    and    revealer    of 

much  affected  by  the  aound  ferMaw.  Prte,  TWkX  U.  M. 

of  mnok.  100;    a  lofty  ideal-  66.   880. 

me  ioterpre-  Zwingii.  188. 


